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AFC announces details o f its 
co-production agreement
Industry panel to choose projects, but applications 
currently somewhat slow
On 14 November, the Minister for the Arts, 
Heritage and the Environment, Mr Barry 
Cohen, announced a scheme designed to 
“ enable the Australian film and television 
industry to enter into international co­
productions” . More than just a casual nod 
in the direction of such schemes — which 
have been legally possible for some time 
under the provisions of Division 10BA of the 
Income Tax Assessment Act — but falling 
short of the kind of formal, intergovern­
mental co-production treaties that exist in a 
number of European countries and 
Canada, the scheme is something which, 
according to Australian Film Commission 
chief executive Kim Williams, has been in 
the offing for almost as long as the AFC has 
existed.
And, though the precise timing of the 
announcement — less than two months 
after the announcement of the curtailment 
of the 133/30 tax concessions which 
prompted the boom in film and miniseries 
production of the early eighties, it must 
obviously be seen as part of a plan aimed at 
minimizing the effects on production gener­
Producers’ representative Errol Sullivan.
ally reckoned to be inevitable now that the 
concession levels have been reduced to 
120/20 (see Cinema Papers, No. 54).
The scheme, based on “ an accord” 
between the AFC and the various profes­
sional bodies most directly affected — 
Actors Equity, the Australian Writers Guild, 
the Australian Theatrical and Amusement 
Employees Association, the Musicians 
Union and the Screen Production Associa­
tion of Australia, with the Australian Screen 
Directors’ Association and the Australian 
Guild of Screen Composers also involved in 
the negotiations — is for a trial two-year 
period only, during which time it is 
envisaged that up to fourteen international 
co-productions can or may be made.
It is, in fact, a remarkably flexible arrange­
ment. One of the Commission’s guiding 
principles, says Williams, was to avoid hard 
and fast co-production treaties, into which it 
is hard to build considerations as to the 
quality of the project. And, although a 
majority of Australian financial and cultural 
equity has to be achieved “ over the life of 
the programme” , individual co-production 
deals may see this fall as low as 40%. 
“ What is significant about the accord,”  said
Commission chairman Phillip Adams, 
announcing it in Melbourne on 15 
November, “ is that it provides a set of 
ground rules from which to negotiate each 
co-production” .
As a number of local producers have 
noted, the balance of the thinking behind 
the co-production agreement is cultural 
rather than economic: the need for each 
proposal to be 'vetted' by a panel reporting 
to the board of the AFC seems, if not 
designed, at any rate likely to deter an influx 
of overseas (predominantly American) 
money looking for locations and labour. 
The agreement will not suit the kind of 
‘offshore’ deals which are generally co­
productions in name alone, a number of 
which were made across the Tasman in 
New Zealand at the turn of the decade. But 
the agreement may also, a number of pro­
ducers fear, make more genuine deals 
hard to negotiate.
The scheme’s objectives, according to 
the AFC, are to allow Australian filmmakers 
to explore opportunities for creative and 
technical collaboration with overseas film­
makers, to establish links with overseas and 
production interests, to gain access to new 
overseas markets and to improve returns 
from existing ones.
“ Sensibly developed,”  adds Adams, 
“ the agreement can benefit both film and 
television in Australia, and foster our unique 
culture. It can also expose our best talents 
to overseas communities” — a reference to
Actors’ representative Noni Hazlehurst.
the increased chances of distribution in the 
co-producing country which are likely to 
come with any single deal.
The procedure for submitting proposed 
co-productions is relatively simple in its 
outlines, but could well be quite com­
plicated — and time-consuming — in the 
details of its application. In the first instance, 
partners in intending co-productions are to 
submit an application to the Film Develop­
ment Division of the AFC on a thirteen-page 
form, on which the questions range from 
the culturally general (“ How is the subject 
matter of relevance to Australia?” ) to the 
financially precise (“ Give all sources of 
funds, both Australian and overseas, to be 
used in making the film, including grants, 
investments, loans and guarantees . . . Will 
there be any non-cash contributions 
exceeding $A5,000, e.g. use of studios, air 
tickets, use of facilities, deferred payments, 
etc.?” ).
Applications will be considered by a 
panel of eight, meeting at least three times a 
year, with the possibility of phone hook-ups 
in cases of special urgency. The panel will 
make recommendations to the Board of the 
AFC. If the project is approved, the AFC 
and the overseas authority involved will 
draw up a memorandum of understanding, 
which may not then be substantially varied 
without prior approval. Producers will also 
have to sort out all the usual conditions of 
employment of overseas artists and tech­
nicians prior to the drawing up of the 
memorandum. Once the memorandum has 
been drawn up, the producer can apply to
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Time for a change
With our next issue, Cinema Papers No 
56 (cover date, March 1986), there will 
be quite a few changes in the magazine. 
We shall be expanding our ‘Production’ 
section to include, among other things, 
a regular, thrice-yearly production baro­
meter; introducing a new analysis of 
exhibition in Australia; and making a 
regular feature of the policy that we 
launch in this issue: regular reviews of 
TV miniseries and telemovies, instead of 
just theatrical features. Given the 
changing face of Australian production, 
this is no time for Cinema Papers to be 
film chauvinist!
More importantly, perhaps, we shall 
be doing something we have long 
wanted to do: improve the quality of the 
paper we print on. The magazine will
have a glossier look, and picture repro­
duction — long our weakest point — 
should be substantially improved.
To do this, we have, unfortunately, to 
do two other things at the same time: for 
technical reasons, we will be reducing 
the overall size of the magazine, to 
215mm by 300mm, the same size as 
American Film, and, for economic 
reasons, we will be increasing the cover 
price to $4.50.
Present subscribers — and anyone 
who takes out a subscription before the 
end of January 1986 — will continue to 
receive the magazine at the old rate. 
After that, the subscription rates will be 
going up. So, take out or renew your 
subscription now, and get the new 
Cinema Papers at the old price.
The hills are alive . . .
Comedy writers gather in the Blue Mountains for 
weekend workshop
Canberra for provisional certification under 
section 124ZAB of the Income Tax Assess­
ment Act, and the AFC will enter into a 
sponsorship agreement with the Australian 
management company, which will act as 
offeror for Australian investment in the film, 
and with the investors’ representative.
The road to the agreement has not been 
a particularly easy one for the AFC — 
“ these things never are,”  said Adams, 
alluding to a “ rugby scrum” in describing 
the months preceding its announcement. 
Most professional organizations were wary 
of opening the door to foreign personnel. 
Strongest opposition came, as might be 
expected given the climate surrounding the 
10BA debate, from the Australian Writers 
Guild, whose initial negotiating position was 
that scripting on any such ventures should 
be 100% Australian.
Indeed, as first hints of the agreement 
began to appear, the AWG was still holding 
out. In the final instance (though this is not 
spelled out in the agreement),the Guild has 
apparently won an overall percentage of 
66% + , as against the 50% + applying in 
other categories. This is presumably since, 
while other categories — production, direc­
tion, casting and crewing — can have 
varying proportions of Australian and over­
seas components within a single project, 
such proportions are a great deal more diffi­
cult to ensure where scripts are concerned.
What the agreement does state is that, 
where a script is to be filmed “ substantially 
in Australia”  — a condition which applies as 
low as a 40% share — then the screen­
writer would “ normally” be expected to be 
Australian. The agreement also provides for 
notification of the AWG if this is not to be the 
case, though the AFC does not promise to 
be bound by the AWG’s approval or other­
wise in such cases, merely declaring that it 
will be “ taken into account” .
The degree of flexibility within this section 
seems symptomatic of the agreement as a 
whole, not least in the methods by which 
the percentage of Australian creative 
involvement is to be determined. Although 
creative equity is to match financial equity, 
the former will be determined on an overall 
basis — across the two-year trial period — 
rather than in each project (though the 
threshold is, in each case, 40%), and will be 
calculated with reference to heads of 
department, lead actors and principal 
supporting roles.
How this will work out in practice is diffi­
cult to predict, though one prominent local 
producer, describing himself as “ puzzled” , 
declared that it looked as though 
“ everyone goes in the hat, and someone 
up there shuffles the deckchairs” .
The notions of “ someone up there” 
taking decisions has been another cause 
for concern about the proposal, since the 
no tion  of AFC ap p ro va l, though  
undoubtedly essential in government eyes, 
tends to raise the spectre of the least 
favoured option when the alternatives to 
10BA were being discussed last winter: that 
of federal or state film bodies deciding who 
gets the money. “ We acknowledge the 
concern,”  declares the AFC’s Kim Williams, 
“ and have therefore endeavoured to 
encompass a wide range of industry 
professionals in the decision-making 
process.”
At the time the agreement was 
announced in mid-November, only the 
broad outlines of the panel were estab­
lished: it was to comprise a director, a 
producer, a producer with marketing 
expertise, a writer, a technical represen­
tative, an actor, an AFC representative 
(Penny Chapman, newly appointed head of 
the Special Production Fund and now also 
styled as ‘Director of Co-productions’) and, 
where applicable, a documentary maker.
At the time of going to press (5 
December), six of the remaining seven 
posts had been filled, and the panel is 
expected to consist of Erroll Sullivan (pro­
ducer), Nick McMahon ( director of sales 
and marketing at Crawfords), Noni Hazle- 
hurst, Gillian Coote (documentary film­
maker) and Lyn Gailey (technician). A 
director had yet to be named.
The main uncertainty about the success 
of the programme, however, seems to 
hinge on the kind of overseas bodies with 
whom a memorandum of understanding 
can be drawn up. The relevant legislation 
(the Australian Film Commission Act and 
Division 10BA) refers to agreements with 
“ the Government of another country or an 
authority of the Government of another 
country” . This seems to point almost 
exclusively towards Europe, and to 
organizations like ZDF in Germany and 
Channel 4 in the UK. It would seem, under 
a literal reading of the definition,to exclude 
the United States — other, perhaps, than 
the Corporation for Public Broadcasting, 
which is government-funded — and even 
British TV companies like Central, which 
has been heavily involved of late in co­
productions with other English-speaking 
countries.
At the beginning of December, the AFC 
admitted that the flow of applications for the 
first deadline (13 December) was “ slow” , 
with four proposals definitely in for 
consideration by the panel, and another 
two in the offing.
One of the titles to be considered by the 
first meeting of the panel is Roadshow, 
Coote & Carroll’s The First Kangaroo, of 
which no further details are currently avail­
able. And producer Brian Rosen is also 
considering submitting Not for Glory, Not 
for Gold, a $4-million, four-hour miniseries 
about the breaking of the four-minute-mile 
barrier, which would be a co-production 
with Canada, in which Telefilm would be a 
major partner.
Rosen, however, is uncertain about, the 
provisions of the agreement, and may 
choose to make the miniseries entirely 
outside Australia, as a UK-Canadian co­
production. Fearing that the scheme may 
prove “ unworkable” , he cites two main 
obstacles which, he says, may prevent him 
from applying for consideration.
The first concerns the panel, and the fact 
that details of a project have to be worked 
out with the unions before an application is 
made. “ The idea,” he says, “ is that it was 
an accord, and you didn’t have to go direct 
to the unions: their interests were rep­
resented on the panel, which would then 
decide on the merits of a particular applica­
tion.”
Rosen’s second worry has to do with the 
conditions attached to the approach to an 
overseas body, and it is a concern shared 
(though in less detail) by several of the 
producers approached by Cinema Papers 
for comment. Under the scheme, agree­
ments may not be entered into by a 
producer until the memorandum of under­
standing has been drawn up, which means 
that a producer must approach interested 
overseas parties, incurring considerable 
expense in doing so, then wait for the 
decision-making process to take place 
before any hard-and-fast agreement can be 
put in place.
Also, he says, the fact that overseas 
finance is apparently not able to be used as 
a guarantee of return to Australian investors 
in a project (effectively removing the pre­
sale on which post-19 September projects 
are increasingly dependent), is likely to 
make the funding of television productions, 
on which the possibility of 'blue sky’ returns 
are minimal, especially hard to finance. And 
he cites one other major co-production 
scheme by an established Australian 
producer which may well founder on this 
point.
Rosen's observations carry a good deal 
of weight, since they come from a producer 
already some way down the track with a co­
production deal at the time the AFC’s 
scheme was announced. But he was, at 
time of going to press, still very much 
considering making an application in time 
for the first deadline of 13 December. And 
other producers, although unsure of how 
the details of the scheme may work, are 
clearly doing likewise. In a time of 
moderated panic for the Australian film and 
television industry, the opening of a new 
door seems to be receiving a cautious 
welcome.
“ Welcome to the Temple of Doom (as some 
have come to know it), where many of you 
will learn to suffer,”  said Bob Ellis in his 
keynote address at the Katoomba Writing 
Narrative Comedy Weekend in late 
October. “ For, to take on comedy-writing in 
this country is like embracing a religion or 
adopting a strong, precocious child.”
The analogy may not seem to fit the 
concept of comedy, but it aptly conveys the 
state of the genre on the Australian screen 
over the past few decades. Only now does 
it seem to be emerging, irrthe cinema at 
least, from the Dark Ages which eclipsed 
the traditions of the Sentimental Bloke, Dad 
and Dave, and the Barry McKenzie movies.
The establishment of the Comedy Fund 
by the Australian Film Commission has trig­
gered some activity; prestigious Australian 
Film Institute Awards won by Bliss have 
provided an impetus. But there are still mis­
givings. And the commercial TV networks 
still seem to regard the indigenous product 
with considerable suspicion, leaving the 
Australian Broadcasting Corporation to 
carry the burden alone.
With this in mind, the Australian Writers’ 
Guild organized the weekend, with financial 
assistance from the AFC and the New 
South Wales Film Corporation, to focus 
attention on narrative comedy as a genre, 
to examine and locate the problems in Aus­
tralia, and to stimulate discussions through 
workshop sessions. Some 130 writers, pro­
ducers and actors rallied to the event.
The first session focused on the genre’s 
lack of success and the possible reasons 
for this. Panelists commented on the 
awkwardness and conservatism associated 
with looking at our culture in naturalistic 
situation comedy.
Producer Bob Weis said that, “ although 
there is a myth that Australians have a great 
sense of humour, it is difficult to find 
comedy that reflects our present society” , 
while Geoffrey Atherden, writer of Mother
and Son, attributed this to the fact that we 
are a society still in transition, so that our 
screen images have not yet comfortably 
caught up with the present.
Bob Ellis and David Cummings (of the 
Grundy Organization) contrasted the local 
lack of defined, recognizable types with the 
British and American situations, where 
these have been established by long tradi­
tions of stage and screen. Australians’ traits 
of honesty and egalitarianism (or the desire 
for it) have also deprived us of much poten­
tial material. “ There is a hatred of conver­
sation in the Australian soul,”  claimed Ellis, 
“ so that the comedy which works best is the 
soliloquy — the man standing up in an 
audience and talking to himself, like Hogan, 
Gunston, Humphries or Gillies.”
The misgivings about narrative comedy 
have resulted, Atherden pointed out, in a 
chronic lack of opportunity for writers, 
actors and directors to practise their craft. 
Not that writers have been daunted by this, 
“ for there are enough scripts to set up a 
Bicentennial monument” . What is in short 
supply is experience. The high risk of 
comedy has resulted in shoestring pro­
ductions and pilots, accentuating potential 
failure.
Just as it was all beginning to sound like a 
tale of misery and woe, however, the next 
session, ‘Case Studies’, presented con­
crete proof that some comedies have been 
made, some even under conditions that are 
close to ideal. Philip Dalkin, writer of Wills 
and Burke, related, with some embarrass­
ment and guilt that his experience on his 
first feature had been extremely pleasur­
able. He had had an input into casting, 
rehearsal, editing and even marketing, 
writing the press kit and the trailer. Other 
writers shook their heads in disbelief.
Don’t call us: John O’Grady and Denny 
Lawrence during the ‘Pitching the panel’ 
session at the Comedy Writers’ Workshop.
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Weis, of course, had been Datkin’s pro­
ducer, and he highlighted the importance 
of “ staying with the movie until the 
audience walks into the cinema” — a 
lesson he’d learned with The Clinic.
The workshop sessions, in which previ­
ously chosen concepts were to be de­
veloped to a point where they could be pre­
sented to a panel of producers, provided 
some great opportunities for mental cross­
fertilization through collaboration.
A legal aid office and a funeral parlour 
were selected as the contexts for the tele­
vision series, while the film options had 
international espionage, and tourist rip-offs 
during the forthcoming America’s Cup in 
Western Australia as the essential ingredi­
ents, with results that were imaginative, not 
to say bizarre.
‘Pitching the Proposals’ to the panel of 
producers proved to be a very entertaining 
sport, somewhat reminiscent of a gladia­
torial combat cheered on by the masses, yet 
simultaneously a useful exercise for those 
who had not experienced the situation 
before.
As representatives (or victims) from each 
group attempted to sell the concept to a 
panel consisting of Tom Hegarty (AFC), 
Alan Bateman (Channel 7), Lynn Bayonas 
(now Channel 9), John O’Grady (ABC) and 
director Denny Lawrence (Emoh Ruo), 
ideas were knocked down with amazing 
speed. “ What are your credits?” , “ What
other producers have you seen?” , How do 
you expect to generate laughter with 
characters like this?” , “ Isn’t this budget 
excessive?” and so on rolled out like a 
barrage of bullets. It was obvious the panel 
members were role-playing themselves 
with relish.
The general message of the session on 
marketing was: there is an interest and 
demand, or so they say. It’s a hard market, 
yet a lucrative one for those who succeed. 
Here, panel members stressed the need for 
preliminary research and groundwork, 
which must be done prior to approaching 
the networks or the film bodies, and also 
spoke of the necessity for a clear and pro­
fessional presentation. And John O’Grady 
added some parameters on writing for the 
ABC which, at this stage, is by far the most 
encouraging of the networks.
Though comedy-writing may be a hard 
life and comedy a “ hard god” , the 
weekend turned out to be a rather festive 
occasion. Writers, isolated as they usually 
are, had the chance to exchange ideas, 
stories of failed scripts, divorces and other 
misfortunes, to form future collaborations 
and strategies for survival, and to meet the 
‘high priests' of television and film. And the 
owners of the California Mountain Lodge 
(where the weekend was held) should be 
able to holiday in luxury on the bar takings 
alone!
Mary Colbert
Briefly . . .
■  After all the bad press which surrounded 
the competition screening of Bliss in 
Cannes last May, it is a pleasure to be able 
to record an on-going success story for 
Tony Buckley and Ray Lawrence’s film In 
the months since it carried off the three top 
AFI Awards.
Abroad, it has had rapturous responses 
at both the New York and London Film 
Festivals. At the former, despite a bad 
review from the New York Times' second -  
stringer, it played to two capacity houses 
for its two screenings; on the second, 
according to Buckley, the question-and- 
answer session, chaired by Richard Corliss, 
lasted for a full 45 minutes.
In London, characteristically, says 
Buckley, the response was less ‘spon­
taneous’, but again the whole audience 
stayed for the discussion, and the film is 
due to open, through the Recorded 
Releasing Company, in the new year. Paris 
and Tokyo openings are also scheduled.
The only thing to mar the trip for Buckley 
and Lawrence was the flu they contracted 
in a freezing London, which became so 
bad that Lawrence had to be taken off the 
plane for 24 hours in Bahrein for medical 
treatment.
The local figures for the film should have 
cheered him up when he got back. They 
were:
Week ending Dollars Screens
25/9 58,149 2
2/10 59,528 2
9/10 65,680 3
16/10 67,539 4
23/10 70,680 6
30/10 64,837 5
6/11 61,071 7
13/11 67,346 8
20/11 64,421 7
27/11 61,648 8
4/12 65,000 9
■  Executive director of the Australian Film 
Institute Annette Blonski has announced 
that she will not take up the option to renew 
her contract with the AFI in February. 
Believing that the past year has seen signifi­
cant growth for the Institute and that the 
foundations for future progress have been 
laid, Blonski will pursue her work as a 
writer, researcher and script consultant. 
Her immediate task will be to complete co­
editing and writing a section of a book on
women and independent filmmaking in 
Australia since 1970.
While the past twelve months have seen 
a major turnaround in the AFI’s status — 
financially and in terms of its membership, 
in both of which areas there has been 
growth — Blonski believes that more 
growth can and will occur. She cites the 
education and publications programme as 
a prime growth area, aimed at providing 
services and resources to meet educational 
requirements throughout the country. 
Although she would have liked to see more 
development in the area of exhibition, she 
asserts that programming has improved 
substantially at both of the AFI’s cinemas.
For the future, Blonski hopes that the 
Institute will become more active as a 
lobbyist, and as a packager and pro­
grammer for television.
■  It’s that time of the year when annual 
reports begin to emerge in bulk. Heading 
the recent batch is the Australian Film 
Commission’s Annual Report 1985, which 
is accompanied by a fourteen-minute video 
presentation. This report will be discussed 
in more detail in the next issue.
Other recent publications include the 
Australian Children’s Television Founda­
tion Annual Report 1984-5, the Australian 
Broadcasting Tribunal Annual Report 
1984-85 and the Open Channel Annual 
Report 1984-85.
■  A second series of telemovies is cur­
rently being organized by the Australian 
Children’s Television Foundation. Following 
the Winners series — which Network Ten 
have inexplicably chosen to break up and 
air in a variety of timeslots on apparently 
random days — the ACTF are planning to 
shoot Figments from July 1986 to January 
1987. The eight-part series will include work 
by writers Steve J. Spears, Mac Gudgeon, 
Roger. Simpson and Michael Cove, and 
directors Ken Cameron, Paul Cox, Bob 
Weis and Esben Storm.
■  Major theatrical releases in Europe for 
John Lamond’s Sky Pirates, directed by 
Colin Eggleston, have been secured. The 
film, starring John Hargreaves, will open 
first in Germany, on 10 April. Roadshow 
plan to release the film in Australia early in 
1986.
■  A 130-page report, prepared by the 
eleven-member Advisory Committee to the 
National Film and Sound Archive, entitled 
Time in our Hands, has recently been 
tabled in Parliament.
Two of its main recommendations are an 
$11.4-million building extension and re­
furbishment programme, and a five-year
management plan to develop the Archive.
Other recommendations include the 
development of the Archive into a national 
preservation centre for screen and sound 
media; creation of a national record of Aus­
tralian production; legislation measures to 
establish the Archive as a statutory 
authority; and a charter and policies which 
define the Archive’s role, character and 
philosophies. In addition, Time in our 
Hands recommends the establishment of 
Archive offices in every state.
Response to the report, which was com­
missioned by the government in July 1984, 
has been encouraging. Arts Minister Barry 
Cohen described the report as an important 
step in the development of the Archive. 
Industry organizations, including the 
Screen Production Association, Actors 
Equity, Kodak and FACTS, have also ex­
pressed interest.
■  Following Chris Muir's resignation as 
Head of Drama at the ABC, three new 
appointments have been made. All three 
producers will work under the title of ‘Acting 
Co-ordinating Executive Producer’, with 
Jan Chapman in Sydney, Ray Alehin in 
French’s Forest and Noel Price in 
Melbourne.
■  Burbank Films have recently sewn up 
one of the largest local export deals for a 
package of animated films. The worldwide 
distribution licensing arrangement with 
Consolidated Productions (UK) and Vistar 
International Productions (US) guarantees 
payments in excess of $4.5 million. Bur­
bank titles currently in production include
20,000 Leagues Under the Sea, The 
Three Musketeers and Dr Jekyll and Mr 
Hyde, with plans for a second series to 
include Black Beauty, Treasure Island 
and Rob Roy.
■  The ABC scooped the pool at the 1985 
Penguin Awards, taking out 20 prizes. 
Runner-up was Network Ten with sixteen, 
with Channels Seven and Nine receiving 
seven and six respectively. Best drama pro­
gramme was judged to be Mail Order 
Bride — a telemovie from the 1984 series 
— which also won Stephen Wallace Best 
Director and Ray Meagher Best Actor In a 
One-off Drama. Palace of Dreams 
scooped Best Actor In a miniserles (Henry
Contributors
Rod Bishop teaches film at the Phillip 
Institute of Technology.
Marcus Breen is a Melbourne-based 
journalist, freelance writer and documen­
tary filmmaker.
Pat H. Broeske regularly writes about film 
for the Los Angeles Times and is Holly­
wood correspondent for the Washington 
Post and other publications.
Paul Byrnes is film reviewer for the Sydney 
Morning Herald.
Rolando Caputo is a freelance writer on 
film.
Lorenzo Codelli is a freelance journalist 
based in Trieste, a contributor to Postif and 
Italian correspondent for the International 
Film Guide.
Mary Colbert is a freelance writer on film. 
Ray Comiskey is film critic for The Irish 
Times.
Brian Courtis is a freelance script con­
sultant and writer on film and television. 
Simon Cunliffe is a London-based free­
lance journalist and contributor to LAM and 
City Limits.
Geoff Gardner is a former director of the 
Melbourne Film Festival and currently a 
member of the Melbourne Film Festival 
Board.
Sarah Guest is a director of the Australian 
Council for Children’s Film and Television 
and a board member of Film Victoria.
Fred Harden is a film and television pro­
ducer and has a regular column on tech­
nical information in The Video Age.
Paul Harris is co-host of Film Buff’s Fore-
Szeps), and Best Actress in a Supporting 
Role in a miniseries (Kris McQuade). Other 
awards included Best Current Affairs Pro­
gramme to the ABC National for coverage 
of the Murphy trial, Best Comedy script to 
the writers on The Gillies Report and Best 
Light Entertainment Non-musical series to 
that series. Taking advantage of the oppor­
tunity in its makeshift programme report the 
following night, however, the ABC devoted 
almost as much time to clips of The Gillies 
Report as it did to its appalling coverage of 
the ceremony.
■  Entries for the Tenth National Youth Film 
Festival are now being sought. The annual 
competition, which commenced in January 
1977, aims to encourage the potential film­
makers of the future by increasing their 
understanding of the skills of filmmaking.
There are two sections to the festival: a 
film section requiring entries on Super 8 
with a maximum running time of 20 
minutes; and a video section. For the latter 
category, entries may be on U-matic or Vz" 
tape, with a maximum running time of 
fifteen minutes.
The closing date for entries is 23 May and 
information about applications can be 
directed to the Narrabeen Community 
Learning Centre.
■  Former director of the Melbourne Film 
Festival Paul Coulter has joined the Ronin 
Films Group to work on special projects. 
Coulter’s first task will be to promote 
Ronin’s summer releases, Kiss of the 
Spider Woman and Loose Connections.
■  Following good reviews in a host of 
prominent daily newspapers, the New 
Zealand production The Quiet Earth (fea­
tured on the cover of Cinema Papers No 
53) has opened in the US to become the 
highest grossing film in San Francisco in its 
first weekend. Its success on that weekend 
made it the third highest grossing film per 
screen] in the States.
■  Classical music aficionados would 
cringe but, following the success of 
Amadeus, more Mozart records have 
been sold in the past year than in the entire 
history of the recording industry. Its mara­
thon theatrical grosses do, however, seem 
desined to draw to a conclusion with the 
Christmas release of the title on video. ★
cast on 3RRR and a regular contributor to 
The Age.
Sheila Johnston is a London-based writer 
and film critic for LAM magazine.
Paul Kalina is a freelance writer on film. 
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Belinda Meares is a New Zealand-born 
freelance writer working out of Paris.
Tony Mitchell teaches film and theatre at 
the University of New South Wales.
Mike Nicolaidi is a freelance writer and 
contributor to Variety.
Dieter Osswald is a journalist and contri­
butor to Filmecho.
Bill and Diane Routt are a couple of Mel­
bourne academics.
Tom Ryan lectures in media studies at 
Swinburne, contributes to The Video Age 
and reviews film for the 3LO Sunday show. 
Jim Schembri is a journalist at The Age. 
Peter Schmideg spent three years in film 
advertising in London and has returned to 
set up a company specializing in film 
posters, trailers and radio advertising.
Mark Spratt is a freelance writer on film. 
Antoinette Starkiewicz is an animator, 
director and designer.
David Stratton is host of Movie of the 
Week on SBS TV and reviews films for 
Variety.
R.J. Thompson is a freelance writer on 
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is proud to have provided COMPLETION GUARANTEES 
for these motion pictures in Australia, New Zealand and Fiji
The Slim Dusty Movie
Produced by Kent Chadwick 
Director Rob Stewart
Associate Producer Brian Douglas 
Director of Photography David Eggby
I
mm
i
Journey to the Dawning of the Day
Produced by Michael Dillon 
Director Michael Dillon
Executive Producers Lindsay Gazei, Judith West, Stanley Sarris
Director of Photography Michael Dillon
Annie’s Coming Out
Produced by Don Murray
Director Gil Brealey
Executive Producer Don Harley
Director of Photography Mick von Bornemann A.C.S
Phar Lap
Produced by John Sexton in association with Hoyts 
Michael Edgley International 
Director Simon Wincer
Executive in Charge of Production Richard Davis 
Director of Photography Russell Boyd
Savage islands
Produced by Rob Whitehouse and Lloyd Phillips 
Director Ferdinand Fairfax
Production Supervisor Ted Lloyd 
Director of Photography Toni Imi
WHERE AUSTRALIAN The Settlement
Produced by Robert Bruning 
Director Howard Rubie
Production Manager Irene Korol 
Director of Photography Ernie Clark
Ginger Meggs
Produced by John Sexton 
Co-Producer Michael Latimer 
Director Jonathan Dawson
Production Manager Jill Nicholas 
Director of Photography John Seale
Motion Picture Completion (Australia) Pty. Ltd
Douglas Leiterman
Chairman
Liz Butterfield
Chief Production Auditor
Christine Suii
Melbourne Manager
_ _ • _
EVERY COMPLETION GUARANTEE BY MOTION PICTURE GUARANTORS INC. IS REINSURED BY LLOYDS OF LONDON
Front Lines — Around the world
United States by Pat H. Broeske
Last-minute tinkering at Universal, and a distaff 
Rambo
Changes seem to be the order of the day in 
a number of major movies, both those in 
production and ones long-since completed. 
The studio in the firing-line is Universal. 
Steven Spielberg’s production of The 
Money Pit, which was shot in New York 
over the summer, for instance, now has a 
new opening sequence. Thus, Thanks­
giving weekend saw the re-teaming (at the 
Universal lot) of director Richard Benjamin 
and stars Tom Hanks and Shelley Long. 
Scripted by David Giler, it’s the saga of a 
relationship that faces its greatest challenge 
when a couple decides to refurbish an old 
house. Laden with special effects (as the 
house literally falls apart), The Money Pit 
won’t be seen until Easter 1986 — though it 
was originally planned as a Christmas 
release. It is one of a trio of Universal pro­
ductions that were withdrawn from the 
1985 agenda.
According to director Terry Gilliam, the 
battle over Brazil concerns the film’s 
ending. He has said that Universal chief 
operating officer Sidney J. Sheinberg 
wanted it changed — into an upbeat (rather 
than dark) finale. Gilliam refused, arguing 
that the film’s script — which Sheinberg 
earlier approved — ended darkly. In other 
words, he made the film he set out to make. 
Gilliam pleaded his case in trade ads and 
during a segment of the CBS Morning 
News. Universal pleaded its case by 
announcing that the project was now up for 
grabs (another studio can pick it up). The 
furore only applies to domestic release: 
Twentieth Century-Fox is handling foreign 
distribution, without incident.
In the third wrangle, Universal hasn’t 
turned its back on Ridley Scott’s mythical 
Legend entirely, but it has requested some 
re-tuning. The film’s original score (by 
Oscar winner Jerry Goldsmith, who has 
scored more than 150 films), and labelled 
by a Daily Variety advance review as "one 
of his best’’, is being discarded in favour of
a score from Tangerine Dream, the 
German synthesizer-rock band.
It is an effort, says a source close to the 
film, to make the $30-million fairytale more 
accessible to teenagers (the Dream have 
done scores for Thief, Firestarter and 
Risky Business). What does Goldsmith 
think about the switch? "What could I poss­
ibly say about all this? I think it’s one of the 
best scores I've ever written; certainly, it’s 
gotten me some of my best reviews. I 
shouldn’t really comment on this — though 
I don’t think that Tangerine Dream’s music 
will make this movie any more accessible to 
twelve-year-olds.”
His four months’ work on the score 
resulted in music — including a sweeping 
ballet — that one associate of Scott’s called 
‘monumental’ . Audiences outside the 
domestic market will still be able to hear it, 
but the version with the Tangerine Dream 
music is set for a spring 1986 release in the 
US. _ ~
Elsewhere, a Rambette is on the way: 
blonde adventure queen Sybil Danning 
stars as a distaff Rambo in Commando 
Squad, set to begin filming in January for 
Trans World Entertainment. She’ll be the 
one toting the weaponry — “ everything 
short of the neutron bomb,” said a spokes­
man — in order to rescue an American 
being held hostage. The outskirts of LA will 
portray a South American country.
"If Stallone is ‘America’s No. 1 hero’, 
then say hello to America’s number one 
she-ro,”  promises Danning, who is also to 
strike some heroic poses as hostess of a 
series of features for USA Home Video. To 
debut in January, Sybil Danning’s 
Adventure Video will find her, in the 
opening and closing segments, dressed for 
the particular occasion. If it’s a gladiator
Second blood: Sybil Danning, soon to play 
a female Rambo, as she will appear in her 
cable show.
film, she’ll break out her black leather bra; if 
it’s a swashbuckler, she’ll pose as a 
musketeer. Said Danning: “ I can promote 
the kind of cinema I prefer — ‘movies’ 
instead of 'films’. And I can be available to 
the public 24 hours a day . . .”
Sylvester Stallone also continues to make 
himself available. The star of 1985 (during 
its first five days of release, Rocky IV 
scored a staggering $31.7 million; mean­
while, according to executive producer 
Andy Vajna, Rambo’s worldwide grosses 
are in excess of $200 million) is currently 
before the cameras In Cobra. Now
There’s trouble down at Goldcrest, the 
production house responsible for Gandhi, 
The Killing Fields and that front-runner in 
the Great British Film Revival, Chariots of 
Fire. Playing for ambitiously high stakes in 
a high-risk game, the company has 
stretched its resources to the limit and 
beyond with three major productions, none 
of which can be expected to start gener­
ating revenue before the end of the year.
Roland Joffe’s Killing Fields follow-up, 
The Mission, set and shot in South 
America, has kept to its economic brief, but 
Absolute Beginners has nudged over the 
top to the tune of £2 million ($4 million) — 
according to director Julien Temple 
because, at £6 million, it was under­
budgeted from the outset. The film is due in 
Australia around Easter.
Hugh Hudson’s Revolution, due to 
open in New York and Los Angeles before 
the end of the year, so as to qualify for Oscar 
consideration, meanwhile, has spiralled into 
the stratosphere at (industry reports vary) 
around £6 million ($12 million) over budget. 
Worst of all, having cut corners on the usual 
completion guarantee insurance for all 
three films, Goldcrest was left to pick up the 
tab.
The villain of this particular piece seems 
to have been chief executive James Lee, 
who was reportedly less than popular with 
his colleagues. When head of production 
Sandy Lieberson terminated his contract 
with Goldcrest prematurely to go inde­
pendent, Lee attempted to step into his 
shoes, a move which would have entailed 
his taking charge of both the managerial 
and the creative sides of the company. The 
Goldcrest board unanimously rejected this, 
and Lee resigned in July.
Enter the good guy: Jake Eberts, the 
original architect of Goldcrest’s success, 
whom Lee had unceremoniously ousted 
two years ago. Eberts has now re-emerged 
as the man everyone hopes will save the 
company.
But there is much dark muttering that, in 
flying too close to the sun, Goldcrest, which 
has been largely responsible for the 
improved relations between the film 
industry and the City of London, will usher 
in a crisis of confidence for the industry as a 
whole. Whether Eberts can quash that 
anxiety is still to be seen.
Perhaps, though, this media-generated 
panic is not entirely justified. Although 
Marek (Another Country) Kanievska's 
Horror Movie has, along with several other 
projects, been put on ice pending Gold- 
crest’s revival, elsewhere the autumn has 
seen a positive glut of new productions.
Half Moon Street, based on Paul 
Theroux’s Dr Slaughter, and directed by
shooting in and around LA, it marks a 
change of pace for Stallone. That is, he 
keeps his shirt on for all but a scene or two. 
And, in place of his Ram-bow and boxing 
gloves, he’s packing a special, laser- 
sighted pistol.
Penned by Stallone, it’s a fast-moving 
thriller about a no-nonsense cop (Stallone) 
named Marion Cobretti — Cobra for short 
— who's obsessed with solving a series of 
creepy murders. Before blasting a psycho 
killer in a shopping mall, he intones: 
"You’re the disease — and I’m the cure.” 
The film co-stars Stallone’s steady, Brigitte 
Nielsen (they’ll reportedly marry in mid- 
December), as a fashion model who in­
advertently spies the killers and becomes 
their next target. Cobra is hired to protect 
her. What he doesn’t know is that a fellow 
cop is one of the bad guys. George 
(Rambo) Cosmatos directs; he’ll also helm 
Stoner, another cop thriller to star Stallone, 
who is in discussions about the script for 
Rambo III
Bob Swaim (responsible for the French hit, 
La balance), wrapped on 11 October. Star 
Michael Caine went straight on to a cameo 
role in Neil Jordan’s Mona Lisa, which also 
features Bob Hoskins as a racist chauffeur 
in the employ of a black prostitute.
The current weakness of the US dollar 
against the pound has acted as a disincen­
tive to US-financed productions, although 
Gene Wilder is directing and starring in 
Haunted Honeymoon, a spook spoof in 
production at Elstree.
At Pinewood, special-effects wizard 
Frank Oz has begun work on Little Shop 
of Horrors, a film version of the off-Broad­
way and London stage hit. Also on the way: 
Just Another Miracle, starring Tom Conti 
and Helen Mirren; Ping Pong, a humorous 
mystery thriller about a Chinese family living 
in London; and Gunbus, an $US18-million 
extravaganza about two Wild West bandits 
who stray into World War I, which wrapped 
at the end of October.
Alex Cox, who made his startling direc­
torial debut with Repo Man, has returned to 
his native Britain to shoot Sid and Nancy 
Love Kills, the story of Sid Vicious and his 
girlfriend, Nancy Spungen. Paul Mayers­
berg, writer of The Man Who Fell to 
Earth, Eureka and Merry Christmas Mr 
Lawrence, has begun his first film as 
director, an appropriately enigmatic- 
sounding drama called Heroine. And Bill 
Douglas’s Comrades, the tale of the Tol- 
puddle Martyrs, a group of farm-workers 
who attempted to found a trade union in 
1834 and were deported to Australia, com­
pleted its British shoot, and began the Aus­
tralian end at Broken Hill on 21 November.
The buoyant mood on the production 
front has been mirrored at the box office 
where, in defiance of last spring’s gloomy 
prognoses (see my column in Cinema 
Papers No 53), cinema admissions have 
rocketed: according to a recent Marplan 
survey, they could be up as much as 37% 
on last year.
Rambo zapped records in his opening 
week at the beginning of September but — 
due, perhaps, to massive media overkill — 
dropped off very steeply in both London 
and the provinces (by up to 50%) in his 
second week. Gratifyingly, macho man was 
thoroughly routed by the female contingent 
in the form of Susan Seidelman’s Desper­
ately Seeking Susan, which took over the 
No 1 slot from Sly the following week, and 
has continued to perform strongly.
Other autumn hits have included A 
Nightmare on Elm Street, Lifeforce, 
Pale Rider and (one of the biggest openers 
of the year) Mad Max: Beyond Thunder­
dome, while the French film, Subway, has 
set new records in the subtitled market.
Britain by Sheila Johnston
Goldcrest loses its glitter, but the UK box office 
shows signs of recovery
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Front Lines —  Around the world
New Zealand by Mike Nicolaidi
Local features on local screens, and signs of a pick-up in production
1985 has not been without irony for the 
New Zealand film industry. While uncertain­
ties loomed over present and future feature­
film production, with many industry leaders 
morose, dejected (and vocal), the public 
could be forgiven for wondering what all 
the fuss was about. From its point of view, 
the opportunity to see indigenous movies 
(albeit of uneven quality) in cinemas 
throughout the country has never been 
greater.
In all, nine features were released, with 
two others — John Reid’s Leave All Fair, 
and Barry Barclay’s feature-length docu­
mentary, The Neglected Miracle —
playing the well-patronized Wellington and 
Auckland film festivals.
The palpable hit was Mirage Films' Came 
A Hot Friday, directed by Ian Mune and 
produced by Larry Parr, which enjoyed a 
heavily publicized, sixteen-screen nation­
wide release through Kerridge-Odeon in 
August/September. According to Mirage’s 
marketing director, Paul Davis, the picture 
grossed $NZ800,000 in five weeks, which 
should ensure it eventually tops the esti­
mated $NZ1,400,000 picked up over a 
much longer period by Geoff Murphy’s 
Goodbye Pork Pie. Davis says that, 
because Came a Hot Friday collected its 
money much more quickly than Pork Pie, 
the return to producers has already 
exceeded that of the country’s previous 
biggest indigenous money-earner.
Other films to have a strong impact with 
audiences were the thriller Mr Wrong, four- 
wailed by its women producers Robin 
Laing and Gaylene Preston for an extended 
season in Wellington before heading to 
Auckland to Mark Galloway’s independent 
Academy, and Vincent Ward’s Vigil, 
selected for competition at Cannes in 1984 
but not released here until this year.
Mr Wrong has become something of a 
cause célèbre in that it was by-passed for 
distribution by the two major chains 
(Kerridge-O deon and Amalgamated 
Theatres), despite outstanding notices and 
enthusiastic audience reaction at the 
festivals. Opening in Auckland on 25 Octo­
ber, it broke house records for a weekend’s 
trade at the Academy and, predicts Laing, 
will run there through to Christmas.
Vigil was originally released in the North 
Island through Amalgamated Theatres and 
played solid seasons in Auckland and 
Wellington. Producer John Maynard is now 
four-walling it personally in New Zealand’s 
less populous South Island, in an effort to 
ensure it is seen by as many people as 
possible.
Earlier in the year, Other Halves, a love 
story matching a white, married, middle- 
class woman in her thirties with a Poly­
nesian teenager, directed by John Laing 
and starring Lisa Harrow and Mark Pilisi, 
picked up its share of fans, as did the 
Gibson Group’s children’s film, The Silent 
One.
This out-pouring of films from a country 
as small as New Zealand (pop. 3,200,000), 
linked with pessimism about the future, can 
be interpreted as a logical end to the first 
stage of the industry’s development. An 
artificially inflated boom, halted by last 
year’s 30 September cut-off of tax benefits 
for private investors, generated enormous 
pressure to get films made before the cash­
flow dried up.
Seventeen features came from this 
boom, a number of which would have 
benefited from more development before 
going into production. Out of it, the industry 
emerged, relieved yet exhausted, and 
perturbed about the future. “ That’s the 
past,”  declares the new chairman of the NZ 
Film Commission, David Gascoigne. “ The 
push towards 30 September 1984 meant 
depletion of the reservoir of projects and 
energy. It takes times to build up again.”
One area of priority for the Commission 
has been to build up the number and range 
of projects worth developing, and it is sur­
prising how quickly turnarounds can begin 
to happen. As of early September, the only 
firm start for a new Kiwi feature was Larry 
Parr’s youth picture, Queen City Rocker, 
directed by Bruce Morrison (Constance, 
Shaker Run).
Since then, however, other projects have 
begun to blossom. These include three low- 
budget features for which the Commission 
will be arranging finance: Dangerous 
Orphans, an urban thriller produced by 
Don Reynolds and directed by John Laing; 
Monica, a love story directed by Richard 
Riddiford and produced by Reynolds; and 
Ngati, a slice of life across the cultures, pro­
duced by John O’Shea and directed by 
Barry Barclay.
Monica began shooting on 16 October, 
and Queen City Rocker four days later. 
Dangerous Orphans rolled on Wellington 
locations for six weeks from 10 November. 
Ngati will shoot on east-coast North Island 
sites in January/February.
Elsewhere, too, there are signs of growth 
and optimism. Auckland producer Lloyd 
Phillips, of Phillips-Whitehouse Productions 
Limited, which has just completed a six-part 
television miniseries, Heart Of The High 
Country, has announced a co-production 
feature film project with Filmline Inter­
national of Montreal, based on events sur­
rounding the sinking by French secret 
service agents of the ‘Rainbow Warrior’.
Arnie Gelbart, the Canadian screenwriter 
of Montenegro, is already here and at 
work on the script, and a New Zealand
Right, Heather Bolton in Mr Wrong, by­
passed by the big New Zealand distributors, 
but finding its audience in Wellington and 
Auckland.
No subject currently obsesses the German 
media as much as AIDS. Scarcely sur­
prising, then, that AIDS should now have 
made it into the cinema — in force, what is 
more. With the American film, Buddies, 
first off the mark as an AIDS film, the first 
German production followed on its heels a 
mere week later. Five more are promised, 
including two from the doyens of German 
gay filmmaking, Rosa von Praunheim and 
Frank Ripploh.
On the distribution front, there has also 
been a minor sensation: the renowned 
Filmverlag der Autoren has been sold. Set 
up in 1972 by such luminaries of the ‘new 
German cinema’ as Wim Wenders, Werner 
Herzog, Alexander Kluge and Werner Geis- 
sendorffer, the company was in financial 
difficulties by 1976, and only survived 
because of the financial involvement of 
Rudolf Augstein, publisher of the news 
magazine, Der Spiegel.
A series of failures saw business going 
downhill again, however: a deal with Orion 
Pictures proved a flop, and the row over the 
distribution of Paris, Texas did not create 
much sympathy for the company, which 
was generally (if not entirely accurately) per­
ceived as the villain of the piece.
In a surprise move, Augstein has now 
sold the Filmverlag to Theo Hinz, a former 
managing director and presently owner of 
another distributor, Futura, which handles 
Edgar Reitz’s Heimat. Futura and the 
Filmverlag are to merge.
On a brighter note, the runaway success 
of Otto — Der Film, mentioned in my last
director is expected to be named shortly. 
Filming will begin in April next year.
There is also strong interest in the 
prospectus recently released by financiers 
Fay, Richwhite and Co Ltd, for the 
$NZ5-million animated feature based on 
Murray Ball’s popular cartoon strip, Foot­
rot Flats. The strip runs in 25 local news-
column, has, if anything, increased. Around 
eight million people have now seen the film 
starring top TV comic Otto Waalkes, and 
Otto has had its Goldene Leinwand 
(Golden Screen) award upgraded to a 
Goldene Leinwand mit Stern (Golden 
Screen with Star).
M eanwhile, prepara tions for the 
‘Berlinale’ are going full steam ahead. The 
36th International Berlin Film Festival will be 
held from 14-25 February 1986, and will be 
divided into six sections: the International 
Competition (for the Golden Bear), the Inter­
national Forum of Young Cinema, the 
Children’s Film Festival, New German 
Films, the Film Market and the Info-Show 
(Information section).
Short films are eligible for the competi­
tion, the children’s festival and the market. 
Under the regulations, only standard­
format 35 mm and 70 mm films can be 
shown in competition; in addition, films 
must have been produced in the twelve 
months immediately prior to the festival. U- 
matic or VHS low-band videocassettes may 
be submitted for selection purposes.
On the production front, Der Name der 
Rose, based on Umberto Eco’s bestselling 
The Name of the Rose, is under way for 
Neue Constantin Film, with Frenchman 
Jean-Jacques Annaud directing and Sean 
Connery starring.
Also in production is Momo, based on 
another novel by Michael (The Never- 
ending Story) Ende. Momo is about time 
thieves. Mario Adorf is in the lead, 
Johannes Schaaf is directing, cinemato-
papers, more than 100 in Australia, and 
others in Scandinavia and Europe.
While all this new activity is heartening, 
however, Gascoigne has no intention of 
letting go the nettle of government encour­
agement for private investment in the 
industry.
“ Direct funding of the Commission by the 
government (boosted to SNZ5.5 million in 
the current financial year) does not allow 
the number or range of feature films that 
one would desire,”  he says. "I like to think 
the government will get finance straight to 
producers from private investors.”
graphy is by Xaver Schwarzenberg, and 
most of the film will be shot at Rome’s Cine­
città. And, at Munich’s Bavaria Studios, 
Germany’s highest-budget film, made 
exclusively with American money, Enemy 
Mine, directed by Wolfgang Petersen, has 
gone before the cameras.
Autumn box-office winners in the Federal 
Republic have been (in addition to Otto — 
Der Film) fairly predictable: Mad Max: 
Beyond Thunderdome and Desperately 
Seeking Susan, with Rambo: First Blood 
Fart li also doing massive business 
(though with demonstrations against it in 
several cities). Notable among the box­
office flops have been Return to Oz and 
the German production, Drei gegen Drei.
For the record: in several major cities, 
Amadeus is now into its second year, with 
Diva also still enjoying its marathon run. 
The Rocky Horror Picture Show, how 
ever, which has been a hardy box-office 
annual for many years, has finally faded. 
The reason? It was recently screened on 
TV.
A note on foreign- 
language titles
Wherever possible, Cinema Papers tries to 
give the original title of a film and its English 
title. But we can only do this with films for 
which an English title of some kind exists. 
So, rather than give approximate trans­
lations of titles (or, worse still, explanations 
of the word-play in a title), we give English- 
language titles only for those films that have 
been screened outside their country of 
origin or at major festivals. This means that 
most of the films in the ‘Around the World’ 
section are given with their original title only.
Germany by Dieter Osswald
Goodbye to the Filmverlag, hello to the AIDS boom
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WITH COLOFFILM 
YOU’LL THINK ALL
YOUR CHRISTMASES 
HAVE COME AT
ONCE.
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Just look at what we can do for you. From 
, film processing, through rushes and dupes to 
negative matching and optical effects. Plus video 
transfers, kine transfers and video editing, too.
And that’s not all. We have the most 
comprehensive post production sound set-up 
(with not one, but two Dolby Stereo Mixing 
Theatres) in the Southern Hemisphere.
We have the equipment, we have the people. 
Most important, we have the experience. If you 
have a project or a problem, 
come and see us. We’ll help you 
make 1986 a happy new year!
Colorfilm
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Front Lines — Around the world
France by Belinda Meares
Box office takes a dive, and independent TV is hit by 
political wrangles
A long spell of fine weather is generally 
blamed for having kept the French from 
their cinemas this autumn, though the 30% 
unemployment rate among 16-25-year-olds 
probably has more to do with the trend. 
Business is down 12% on the same period 
in 1984; and, though this has not affected 
the blockbusters, modest successes are in­
creasingly rare. Two production companies 
have gone bankrupt, the Groupement des 
Editeurs Francais and Garland Produc­
tions, while the fate of Parafrance still hangs 
in the balance. The Gaumont-Columbia 
joint venture, Triumph Films, has also been 
abandoned.
High-level steps are being taken to 
redress this dismal situation. The tax incen­
tive measures announced this summer are 
now being applied under the direction of 
specialized production finance companies 
called SOFICAS. An 18.6% value added 
tax on television products has been 
reduced to 7%, which should free 400 
million francs a year for programme 
creation, and another 300 million francs to 
get a state-run, cultural channel off the 
ground next year.
On the negative side, progress towards 
independent television is stalled by political 
wrangling and administrative red-tape. The 
two national channels and forty local ones 
will not be broadcasting by Christmas, as 
the government had promised. In selected 
main centres, a cable network is slowly 
being put into place, but to date only
550,000 households have been connected, 
which is well short of projections.
Undeterred by these trifling setbacks, 
however, the French are ready to 
participate in the communications tech­
nologies of the future. A grandiose ‘Carre­
four International de la Communication’ 
was inaugurated at Le Defense in Paris in
Gloom, anguish and sex on 
nostalgia on the small
On the production front, the Italian autumn 
is beginning to look like a season of dis­
content. Established filmmakers of different 
g e n e ra tio n s  and  w id e ly  v a ry in g  
approaches like Ettore Scola, Nanni Moretti 
and Tinto Brass have all been making 
downbeat films about (respectively) death, 
faith and sex.
Scola’s Maccheroni (Macaroni in the
US) seems likely to have been inspired by 
his near-fatal heart attack of three years 
ago. In it, Marcello Mastroianni plays a 
former bank employee who comes back to 
life twice (shades of Bliss), always at lunch­
time, and always to eat pasta with his 
family. His wartime American buddy (Jack 
Lemmon) comes to visit Naples for the first 
time in 40 years, and rediscovers the simple 
pleasures of the local way of life. Their 
candid mutual affection is rekindled, but the 
Neapolitan is killed by his son’s kidnappers.
In an ambiguous ending, Scola gives the 
audience the option of imagining a third 
resurrection for the character. But the two 
seasoned actors end up performing a 
rather lifeless variation on the buddy genre, 
exploring only the surface of their many 
problems.
The most typical and coherent offspring 
of late sixties cinema, Nanni Moretti (once 
the king of the so-called ‘new comedians’) 
has, with La messa e finita, produced a 
grim portrait of his generation’s lost ideals. 
Moretti plays a priest returning to the world 
after lengthy seclusion on a small island, 
who tries to rescue the terrible existences of 
his old friends.
October. At the opening, a gigantic wall of 
televisions screened non-stop programmes 
from fifty different countries.
Another happening to boost the audio­
visual industry was the Fête du Cinema, 
held on the weekend of 20-22 September. 
With tickets going at two for the price of 
one, attendances shot up by 72%. Promo­
tional events were also part of the pro­
gramme: an open-air premiere screening of 
Akira Kurosawa’s Ran at the Georges 
Pompidou Centre, a gala screening of Abel 
Gance’s 1927 classic, Napoleon (with live 
orchestral accompaniment conducted by 
Carmine Coppola), and an auction of 
accessories and costumes worn by 
France’s favourite stars.
On the production side, an interesting 
batch of productions is in the pipeline. 
Frederic Andrei, who played the postman 
in Diva, is currently directing his first film, 
Paris Minuit, in which he will also play the 
male lead. Andre Techiné has chosen 
Catherine Deneuve to star in La mauvaise 
herbe. And Lambert Wilson, who starred in 
Techine’s Cannes entry Rendez-vous, is 
teaming up with Tchéky Karyo of Les nuits 
de la pleine lune (Full Moon In Paris), in 
Yves Boisset's Bleu comme enfer.
Among the more established names, 
Alain Resnais is due to start shooting his 
new film, Mélo, based on a novel by Henry 
Bernstein, while Bertrand Tavernier has 
nearly finished Autour de minuit, a film 
about American jazzmen in Paris, in which 
Herbie Hancock makes an appearance. 
Partage de minuit, directed by Claude 
Chabrol, and 37.2° le matin from Jean­
Jacques Beneix (Diva) are also in progress, 
as is Conseil de famille, a film by Costa 
Gavras starring Johnny Halliday. Also 
coming up soon will be Andrzej Zulawski’s 
Maladie d’amour, starring Isabelle Adjani,
the big screen, oceans of
Through his desperate eyes, we get a 
moral vision that is never too narrow — he 
is the most non-Catholic pastor to be put on 
the screen in this hyper-Catholic country — 
and is finely spiced with sarcasm. Moretti’s 
style as a director is still elementary,
and Nagisa Oshima’s Max, mon amour, 
starring Charlotte Rampling and Anthony 
Higgins. Finally, Polish director Andrzej 
Wajda has signed a contract with Gaumont 
to make three films, one of which will be 
taken from Dostoyevski’s The Possessed, 
probably starring G irard Depardieu.
The September-October box-office 
leaders were Maurice Pialat’s Police, and 
Parole de flic with Alain Delon. Legend 
and Pale Rider also fared well, but have 
recently had to make way for Mad Max: 
Beyond Thunderdome (despite its bad 
reviews) and Rambo. A View To A Kill 
has a steady following, Ran is not doing as 
well as expected, but the American 
comedies, The Breakfast Club and Back 
To The Future, look like being hits.
Desperately Seeking Susan is popular, 
less so Alamo Bay directed by France’s 
own Louis Malle. Another disappointment 
has been Dust, a Franco-Belgian produc­
tion starring. Jane Birkin, which was the 
runner-up at Venice. Father On A Busi­
ness Trip, the Cannes winner, also fails to 
draw the crowds, and Morrissey’s 
Beethoven’s Nephew, starring Birkin and 
Nathalie Baye, has received poor reviews 
and attendances; the same goes for Bruce 
Beresford's King David.
Local films are headed by P.R.O.F.S., a 
comedy by Patrick Schulman; another 
comedy, Trois hommes et un couffin, is 
also doing well for Coline Serreau. Thierry 
I’Hermitte (My New Partner) is back with 
Anemone in Le mariage du siècle, a 
spoof on royalty.
Raul Ruiz has treated his fans to a 
black comedy about insomniac rapists, 
L’Eveillé du Pont d’Alma (starring 
Michael Lonsdale), while his wife, Valeria 
Sarmiento, has earned her first laurels with 
a film in the same vein, Notre mariage. 
Swiss director Alain Tanner has had a 
moderate run with No-Man’s Land, a look 
at the banal lives of border smugglers, and 
ex-reporter Raymond Depardon is 
receiving mixed reactions to his first attempt 
at fiction, Une femme en Afrique, starring 
Françoise Prenant.
though: his growing social ambitions 
disdain to be accompanied by imaginative 
visual resources.
It is difficult to imagine what Tinto Brass 
could still have to say about sex and 
eroticism, after the enormous commercial 
success of La chiave (The Key) two years 
ago. Now, however, Brass has assembled 
similar elements for Miranda, very loosely
Director Tinto Brass on the Miranda set 
with star Serena Grandi.
based on the Mirandolina character in 
Goldoni’s La locanderia: hardcore images 
of overweight flesh, pictorially embellished 
so as to be acceptable to the censors and 
family audiences (young ones, too, since 
the hardcore market now produces hard­
core weeklies for teenagers!).
The film looks rather like a documentary 
about Serena Grandi’s exuberant body, 
with no regions left unexplored, and it 
evokes in the viewer memories of La 
grande bouffe (Blow Out).
In the same sub-genre of erotic vehicles 
come Giuseppe Patroni Griffi's La gabbia 
and Liliana Cavani’s Interno berlinese. 
Lacking the (relative) joy of Brass’s film, 
they equate sex with evil, torture and sado- 
Nazism, while Lamberto Bava exploits all 
the usual zombie stuff in his Demoni, an 
undistinguished horror film aimed, like 
other Dario Argento productions, at the 
youth market.
Fellini’s Ginger e Fred, delayed until 
January, has been left out of the Italian 
Oscar nominations. Maccheroni was 
selected instead, by Luigi de Laurentiis, 
head of the national Oscar commission and 
producer of the film. There was a storm of 
protest in the press, but to no avail.
Due on primetime Sunday television 
soon is Cinecittà Cinecittà, a five-part RAI 
show built around the many faces of Vittorio 
Gassman by various writers, and directed 
by Vittorio Sindoni. It is a trip through the 
studio’s glorious history, and Gassman is 
joined by an army of stars, including Fanny 
Ardant, Mastroianni, Miou Miou, Sidne 
Rome, Serge Reggiani and Laura Betti, 
together with directors like Cesare Zavattini, 
Ettore Scola, Dino Risi and Giuliano 
Montaldo, not to mention assorted political 
leaders, dancers and singers.
RAI's third channel, which normally has 
excellent film seasons, promises to cele­
brate the 90th birthday of the cinema at the 
end of December with a non-stop, 24-hour 
marathon of rare and unusual films. The 
second channel will be showing two films 
back-to-back each week. And the private 
networks are competing with their usual 
avalanche of films, but are stepping up the 
commercial breaks from 30 to 40 minutes 
for each one!
Looking forward to the Christmas 
releases, the front-runners look like being 
Adriano Celentano’s biblical musical, Joan 
Lui — likely to be the winner — together 
with I soliti ignoti vent’anni dopo, a 
sequel to Mario Monicelli’s classic, I soliti 
ignoti (Big Deal on Madonna Street, 
1958), directed by newcomer Amanzio 
Todini; the new Alberto Sordi comedy, 
Babasciò, directed by Sergio Corbucci; 
and Carlo Verdone’s new farce, Troppo 
forte.
Italy by Lorenzo Codelli
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Front Lines —  Festivals & markets
Days at the seaside
Traditional values to the fore in Bulgarian festival
Varna, by the Black Sea, is sometimes des­
cribed as the Soviet bloc’s answer to the 
Gold Coast. But, in early October, with 
autumn leaves swirling round its decaying 
promenades, where only old men and 
sailors walked, it looked more like some­
thing out of Death in Venice.
Suffering from an electricity crisis, Varna 
nevertheless turned on all the lights of the
Palace of Culture and Sport to welcome its 
international guests to the Fourth World 
Animated Film Festival. The Palace shone 
like a beacon, its 4,000 seats filled nightly, 
not just with professionals, but with 
hundreds of families, teenagers, sailors and 
workers.
Perhaps that is the clue to the nature of 
eastern European animation: its childish 
simplicity and directness, coupled with 
sharp criticism of the system, is able to 
communicate with its large audience on 
many levels. It seems that, in the Soviet 
bloc, it is animation and not live action 
which is the visual expression of man’s 
desire to rise above the bounds of his day- 
to-day life. In the graphic symbol lies the 
hidden message; live action would be far 
too explicit.
To the western eye, the films appear 
stylistically out of touch, stuck somewhere 
between the forties and the fifties. Graphic 
innovation is almost absent, as is the use of 
computer animation. With modern tech­
nology in the graphic arts out of their reach, 
the Bulgarians, in particular, attack the 
medium with humour, zest and immediacy, 
repeatedly sacrificing beauty and style for 
content and humanism.
The Varna Grand Prix was awarded to 
the Soviet film, Fantasies, by Prijt Pjarn, in 
which a crudely-drawn cat—symbol for the 
‘little man’ — flew through the day’s events 
on the wings of animated imagination, 
conjuring up impossible associations as in a 
dream, where there is limitless freedom of 
action and space.
The prize-winning A Tale of the Road, 
from Bulgaria, directed by Henri Koulev, 
again dealt with the fantasy of freedom, via 
a boundless road of travel and experience. 
And the feature prize went to We Called 
Them Montagues and Capulets (Bul­
garia, directed by Donyo Donev), a Bul­
garian Shakespearian comedy in an ethnic 
setting, with a soundtrack to rival Nino Rota.
The two Varna retrospectives were 
memorable — the work of Soviet artist Yuri 
Norshtein for his haunting, poetic imagery 
of love and war in A Tale of All Tales; and 
the films produced by John Halas for the
Mounting greenery
First Dublin Film Festival off to a good start
Two films from down under — Gillian 
Armstrong’s Starstruck and Vincent 
Ward’s Vigil (from New Zealand) — were 
among the 60-odd films chosen for the first- 
ever Dublin Film Festival, which filled 
venues in the city for most of its eight-day 
run in mid-September.
The programme included sections on 
material not previously screened in the Irish 
capital, the cinema’s links with the stage (to 
celebrate the Festival’s connections with 
the long-established Dublin Theatre 
Festival, which opened on 21 September, 
two days after the Film Festival ended), 
youth films to mark International Youth 
Year, and recent work by Irish filmmakers.
Centrepiece of the Festival was Heimat, 
Edgar Reitz’s massive drama of German 
history. Other big hits in an eclectic and 
highly successful selection included Susan 
Seidelman’s lightly feminist comedy, 
Desperately Seeking Susan, Diane 
Kurys’s Coup de foudre (At First Sight), 
David Hare’s Wetherby, Rainer Werner 
Fassbinder’s valedictory Querelle, and 
Luis Puenzo’s study of the desaparecidos 
in Argentina, La historia oficial, for 
which Norma Aleandro shared the Best 
Actress prize at Cannes this year.
Altman, Bresson, Demme, Fuller, 
Godard, Herzog, Kaplan, Kluge, Resnais, 
Sandor and Scola, along with Japanese 
masters Ozu and Mizoguchi, were also
represented, as were Satyajit Ray (Ghaire 
Baire / The Home and the World), Fritz 
Lang (Metropolis, with the Giorgio 
Moroder score) and Nic Roeg (Insignifi­
cance).
Last-minute additions were the premiere 
of Route 66, a new documentary by John 
Davis, and My Beautiful Laundrette,
Stephen Frears’s critical hit at this year’s 
Edinburgh Festival.
Best Irish film of the Festival — and 
brought back by popular demand for a 
further showing — was The Woman Who 
Married Clark Gable, based on a short 
story by Sean O Faolain, directed by 
Thaddeus O’Sullivan, and starring Bob 
(Dunera Boys) Hoskins and Brenda 
Fricker, star of the highly-acclaimed tele­
feature, The Ballroom of Romance.
The idea for the Festival came from the 
organizers of the theatre event, who asked 
Michael Dwyer, film critic of The Sunday 
Tribune, and Myles Dungan of RTE, the 
state television service, to compile a pro­
gramme to precede their own festival. The 
Film Festival’s success has generated a big 
enough financial surplus to allow a Festival 
to be planned for next year. It will run for a 
fortnight and is scheduled for 20 November- 
4 December (overlapping with the London 
Film Festival). For the 1986 event, twelve 
sections are planned.
Ray Comiskey
sheer magnitude of his output: some 2,200 
films from the Halas and Batchelor studio. 
Their milestone feature, Animal Farm 
(1955), after George Orwell’s book, was, 
not surprisingly, absent from the retrospec­
tive.
The western animation on offer was (with 
the notable exception of Australia) rather 
poor — though this is, no doubt, due to the 
fact that the two previous international 
animation festivals held this year (Annecy 
and Hiroshima) had swept up the best the 
west had to offer.
There seem, in fact, to be too many
festivals, and not enough new and exciting 
films to go round — an opinion shared by 
many professionals, from both east and 
west.
Australian animation was welcomed with 
much applause and some critical acclaim. 
Ned Wethered, by Lee Whitmore, was 
praised by one Bulgarian critic for its 
"deeply intimate, lyric and heart-warming 
story, and the artlessness sought in the 
drawing” .
But Iron Bark Bill in the Champion 
Buckjumper, directed by Phil Pepper, 
unfortunately proved too much for the Bul­
garian translators, and its meaning was lost 
to a non-English-speaking audience — 
showing, perhaps, that the beauty and 
message of animation lies in the image, not 
the spoken word.
Pianoforte, directed by this writer, was 
reviewed as "arresting the audience with its 
portentousness [sic], both in aesthetics and 
content” . Modesty, and the sheer lack of 
space, forbid me from saying another 
word.
Antoinette Starkiewicz
Where the mainstream meets the o ff­
beat
The standard Edinburgh mix offers few premieres, but 
a strong oriental section
The 1985 Edinburgh Film Festival con­
tained, as usual, something for everyone. 
"One or two of the more commercial films 
are here to bring the Festival to the attention 
of a wider public,”  explained Festival 
director Jim Hickey. "But, with that 
admitted, it should be said that there are 
lots of different audiences out there, who all 
deserve the chance to participate.”
With over 130 films, including some of the 
latest offerings from the US commercial and 
independent cinema, a season of 'New 
Oriental Cinema’ (programmed by Tony 
Rayns), British films, a selection of fine 
documentaries and a Godard retrospective 
to accompany his two new films, it seems 
likely that few will have gone away dis­
appointed.
The mainstream US contingent included 
Cocoon, A Nightmare on Elm Street, 
Back to the Future and Pale Rider, plus a 
selection of marginally ‘smaller’ films with 
some degree of studio involvement, but 
w h ic h  c o u ld  a lso  la y  c la im  to  
independence': The Purple Rose of 
Cairo, Desperately Seeking Susan, 
Mishima and Kiss of the Spider Woman.
Bridging west and east was Dim Sum: A 
Little Bit of Heart, Wayne Wang’s delight­
fully affectionate portrayal of a Chinese 
American family. Focusing on the relation­
ship between mother (more Chinese than 
American) and daughter (more American 
than Chinese), it is a film which poignantly 
straddles the two cultures, offering percep­
tively witty insights into both.
Heading the impressive list of films in the 
‘New Oriental Cinema’ section was the 
Chinese film, Huang tudi (Yellow Earth). 
Visually breathtaking, this striking film tells 
the tale of a soldier/folklorist who, in his 
quest for songs during the late thirties, 
encounters a peasant family. As his involve­
ment with them develops, he begins to 
sense the depth of the division between his 
own life as a soldier and a party cadre, and 
that of the peasants.
Qingmel zhuma (Taipei Story), from 
Taiwan, is about the tensions at work in a 
traditional society overtaken by galloping 
modernization, and Si shui liu nian 
(Homecoming), from Hong Kong, 
explores similar themes but in different 
ways. A glamorous and sophisticated 
young woman from Hong Kong returns to 
visit her village in mainland China. Once 
there, although she does not display any 
real enthusiasm for the alternative such a 
life appears to offer, it becomes apparent
that her life in the west has been fraught 
with misery and hardship.
Two outstanding documentaries at Edin­
burgh were Australian filmmaker Dennis 
O’Rourke’s Half Life (to be featured in the 
next issue of Cinema Papers), and Ameri­
can Greta Schiller’s Before Stonewall, an 
entertaining and imaginatively put-together 
account of gay life in America before the 
Stonewall riots, widely regarded as the 
watershed for the gay lib movement in the 
late sixties.
Apart from the glitzy but disappointing 
Luc Besson film, Subway, French cinema 
at Edinburgh was represented almost 
entirely by the work of Jean-Luc Godard. 
Included in a retrospective mini-season 
were such films as Sauve qui peut (la vie) 
(Slow Motion), Passion and Prénom: 
Carmen (First Name: Carmen). Added to 
these were his two latest films, Je vous 
salue, Marie (Hail Mary) and Détective 
The former, praised by many, damned by 
others (the Pope included), was discussed 
when it showed at Berlin (Cinema Papers 
No. 51); the latter, reported on from Cannes 
(No. 52) is an intermittently amusing, 
typically convoluted treatise on the busi­
ness of filmmaking and the detective genre.
Ironically (in this British Film Year), British 
cinema at Edinburgh was represented by 
four filmmakers who seem to have been 
ignored in the hullaballoo surrounding it. 
The first two — Nic Roeg (Insignificance) 
and Ken Russell (Crimes of Passion) have 
already been discussed here (something 
which could be said for most of the Edin­
burgh films). Not so Derek Jarman.
Britain’s leading independent film and 
video artist, Jarman brought The Angelic 
Conversation to the Festival. Shot on 
Super 8, transferred to video, then blown 
up to 35 mm, this is a film of extraordinary 
images and textures, overlaid by a sound­
track which includes Judi Dench reading 
Shakespeare’s sonnets.
But perhaps the biggest surprise of the 
Festival was Stephen Frear’s television film, 
My Beautiful Laundrette. Scripted by 
English-born Pakistani playwright, Haanif 
Kureishi, it offers original and ironic insights 
into racism, homosexuality and life in 
London’s immigrant community, as it vari­
ously copes with Thatcher’s free-enterprise 
culture. Widely praised, Frears’s film has 
subsequently gained what festivals increas­
ingly point towards: a commercial theatrical 
release.
Simon Cunliffe
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AUSTRALIA'S 
FASTEST GROWING 
AIR CHARTER 
SERVICE HAS NO
PHOTS.
j
So, how do we do it?
It’s true, we have no pilots. We’re not 
that sort of air charter company.
At Budget Air Services, we’ve become 
Australia’s fastest growing air charter service 
by doing a lot more than merely arranging a 
pilot and an aircraft. In fact, we organise 
literally everything.
We select the best aircraft for the 
purpose and at the right price.
We find the best equipped charter 
operator to meet your needs. If you want 
accommodation or transportation of large 
groups attended to, we’ll fix it. Fast.
All you need to do is make a single 
phone call.
To Budget Air Services.
And we don’t just move people.
A replacement generator, a special 
camera lens or even livestock.
Whatever it is, wherever you want it, 
one call and you can consider the job done.
And at Budget there is more...
There’s the expertise. You won’t find 
a team with a greater knowledge of their 
business...so we’re off to a great start.
Then there’s the technology Our 
computer file of charter aircraft is the largest 
in Australia...literally everything from a 747 
to a seven seater and virtually every charter 
aircraft in the country.
And another thing you won’t find 
anywhere else. The spirit of Budget.
That’s our commitment to excellence.
Call us now, we’d like to tell you more. 
(008)022 544 toll free from anywhere in 
Australia.
Budget Air Services. Now we’re flying 
your dollar further.
Budget
AIR SERVICES s u . sea
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Second time lucky
Jan Kenny, cinematographer
In the male-dominated field of cinemato­
graphy, Jan Kenny is a rarity. Her work as 
director of photography on Fran completes 
a trailblazing record and marks, in industry 
terms, an official recognition of her status 
and expertise. With each step along the 
way, Kenny has broken new ground in 
commercial features: as the first female 
clapper loader, the first female focus puller, 
the first female camera operator . . . and 
now, the first woman in Australia to get a 
DOP credit on a feature.
But Jan Kenny had no conscious aspira­
tions to be a pioneer: she simply wanted to 
becom e a c inem atographer. This, 
however, was a difficult goal for a woman in 
the mid-sixties. Thus, her resumé shows a 
clear demarcation between two ‘lives’ — 
BC and AC, before and after cinemato­
graphy. Out of necessity, BC — her first life 
— included sports teaching, stage manage­
ment and a number of jobs in peripheral 
areas of film. She tried, for instance, at the 
Commonwealth Film Unit. But the closest 
she got to a camera was as production 
assistant. Cameras were out of bounds to 
women.
Her ‘second life' began in 1976, when 
she decided to make one more determined 
bid to break into cinematography. By a 
stroke of luck — a contact with the South 
Australian Film Corporation — she got a 
two-week job working with Russell Boyd.
“ I practised like mad for days,”  she 
recalls. “ Though he was a little dubious at 
first, once he saw that I really knew what I 
was doing and that I was keen, he was very 
supportive. He became my early mentor. 
After that, he gave me two more jobs as 
clapper loader on his films. And, by setting 
the precedent, he opened up a lot of oppor­
tunities for me. I really owe him my career.
“ That first year was the most difficult,” 
she says. “ After that, each new stage was a 
whole new battle. It’s like that for the guys 
as well. But, for me, as a woman, progress 
was much slower. Yet, obliquely, that has 
worked for me, because I’ve gained so 
much solid experience. And, with that 
under my belt, I felt comfortable about my 
work.”
Kenny’s work has spanned a wide 
variety of projects: documentaries, short 
dramas, commercials, TV series and 
specials, and a significant number of 
features such as Backroads (1977), The 
Picture Show Man (1977), Harlequin
(1980) , The Killing of Angel Street
(1981) , Goodbye Paradise (1982) and We 
of the Never Never (1982).
Her philosophy has been to stay in there 
and do her best; and she believes that the 
major turning points can be accidental. For 
instance, she made the step up from 
clapper loader to focus puller on Dawn 
(1979), when the male scheduled for the 
job fell through the glass roof of the Sydney 
University swimming pool. “ Of course,” 
she jokes, “ there were those who claim he 
was pushed!” It was also a coincidence 
that she was in Western Australia, working 
for Richard Oxenburgh, when Glenda 
Hambly was looking for a DOP on Fran.
Kenny recalls the experience of working 
on the film as extremely enjoyable. She 
speaks highly of writer/director Glenda 
Hambly’s “ talent and clear vision, yet open­
ness to suggestions” , and the excellent 
communication between them: “ a look, a 
gesture, was all that was needed. Added to 
that was the bonus of working with Noni 
Haziehurst: so multi-talented — much more 
than an actress. She contributed to the 
vision in so many ways, and her energy on
the set gave everyone else a lift. It was just 
amazing.
“ Glenda wanted almost a documentary 
look in Fran,” Kenny adds, “ not set-up or 
choreographed. She didn’t want people to 
be conscious of camera or lighting. We 
ended up with a slightly flat look. It’s a stark 
story, and the style complements that. It’s 
not a showpiece of my work, but it’s what 
was required.
“ What I hope I’m achieving now is an 
ability to light the picture for the director so 
as to suit the total vision. That’s a quality I 
admire enormously in Russell Boyd: his 
style changes so much on every film he
does. Other strong influences have been 
Gary Hansen” — killed three years ago in a 
helicopter crash — “ who had an exquisite 
eye for composition and a superb talent for 
capturing the Australian outback and bush. 
John Seale: how can one not learn from 
him? He has to be one of the best in the 
world. And Geoff Burton, especially for his 
extraordinary concentration and temper­
ament on the set.”
With Burton, the wheel comes full circle: 
Kenny worked for him in her early days as 
clapper loader on The Picture Show Man
nine years ago, and recently took over from 
him as DOP on her latest project, Land of 
Hope, a $4.5-million miniseries for JNP to 
be shown on Channel 7 early next year.
Land of Hope is the story of the labour 
movement in Australia, from unionism to 
the election of Gough Whitlam — 1892 to 
1972 — seen through the eyes of the Quinn 
family over a number of generations. The 
drama spans ten one-hour episodes. The 
first six were shot by Burton, and Kenny is 
currently working on the last four.
Sixty years on
British director Lewis Gilbert
Veteran filmmaker Lewis Gilbert has been 
involved in the British film industry for nearly 
60 years, starting as a child actor in silent 
films, then working as assistant to, among 
others, Alfred Hitchcock (on Jamaica Inn, 
1939), before embarking on a diverse 
career as a director. This has included a 
series of war dramas — The Sea Shall Not 
Have Them (1954), Reach for the Sky 
(1956), Sink the Bismarck (1960), 
Operation Daybreak (1975) — three 
James Bonds (You Only Live Twice, 
1967; The Spy Who Loved Me,1977; and 
Moonraker, 1979) and a number of stage 
adaptations: Alfie (1966), Educating Rita 
(1983) and this year’s Not Quite Jeru­
salem
“ Primarily,”  says Gilbert, “ I’m a com­
mercial director, interested in good stories
that are entertaining. By acting as my own 
producer, I’ve been able to control the 
content of my films. And I have a great 
admiration for writers who sit in front of a 
piece of paper. For myself, I find writing a 
very lonely occupation, and I enjoy collab­
orating with other people.”
As a child, Gilbert travelled with his 
parents, a vaudeville act who toured the 
British provinces on what was then a 
thriving music-hall circuit. This led to occa­
sional acting roles in silent film melodramas. 
“ As a child,”  he says, “ I found it boring to 
sit around on a set all day; gradually, I 
became interested in the technical side. On 
my last film as an actor, The Divorce of 
Lady X (1937), Alexander Korda offered 
me a job as a trainee.” Korda had played a 
pivotal role in establishing the British film
industry on an international footing, with a 
series of historical dramas that began in 
1933 with The Private Life of Henry VIII
An ambitious entrepreneur, Korda raised 
several million pounds to build Denham 
Studios, which were then one of the biggest 
in Europe.
“ I got rapid prom otion,”  Gilbert 
remembers. “ By the age of nineteen, I was 
a first assistant director. Then the war broke 
out, and I joined the RAF Film Unit, where I 
began directing. Subsequently, I was 
seconded to the US Air Corps, and worked 
with Hollywood talents like William 
Keighley, Frank Capra and William Wyler.”
At the end of the war, Gilbert found work 
directing commercial and sponsored 
documentaries. “ Documentaries gave me 
great experience at assessing locations and 
the like,”  he says, “ but I was very ambitious 
to make features. I had worked in studios all 
my life, and felt at home there.”
His initial attempts at directing were minor 
studio assignments. “ The British cinema 
always faced the same problem,” he says: 
“ the stranglehold that American companies 
exerted on the major circuits. They weren’t 
interested in independent producers then.”
Like many directors of his generation, 
Gilbert worked on the quota quickies — 
short, cheap British films designed to meet 
the letter, if not the spirit, of legislation 
aimed at promoting indigenous filmmaking. 
The system, although rightly disparaged, 
did nevertheless manage to train a genera­
tion of British filmmakers.
“ It’s difficult these days for young 
directors to find continuous employment 
making films,”  says Gilbert. “ They can 
learn the techniques, but they tend to lack 
the ability with narrative and working with 
actors
In 1953, Gilbert directed Albert RN, the 
first in a series of eight films about the 
armed services which extolled the virtues of 
heroism and patriotism, but which cul­
minated in the downbeat realism of Opera­
tion Daybreak, a box-office failure in what 
had, by then, become an anachronistic 
genre.
“ The basic cinema audience had lived 
through the war, either on the home front or 
in the services. It was natural that I should 
gravitate towards these themes in films like 
Reach for the Sky, Carve Her Name 
With Pride (1958) and Sink the Bis­
marck.”
Gilbert’s greatest commercial triumph, 
however, was a film truly indicative of a later 
era, Alfie (1965), produced by his own 
company, Sheldrake, for Paramount. “ In 
the sixties,”  he says, “ there was a break­
through in the cinema. Subjects previously 
taboo were no longer subject to stringent 
censorship.”  But Paramount were initially 
reluctant to finance what was basically a 
Cockney sex comedy, despite such 
precedents as the international success of 
Tom Jones five years earlier. Studio exec­
utives suggested that the subject matter 
should be transferred to a New York 
setting, with Tony Curtis playing the title 
role.
Gilbert overcame this suggestion (the title 
role was, of course, played by Michael 
Caine, who shot to stardom with the film), 
but he did experience a major disappoint­
ment after the release of Alfie. “ Paramount 
bought my company from me, and I signed 
a multi-picture deal with them,” he recalls. 
“ I had been offered Oliver! by Columbia, 
and I asked Paramount for a release from 
my contract, which they agreed to. I 
worked with a writer and designer, became 
involved in casting — then, ten weeks 
before shooting was due to start, Para­
mount rescinded the permission. So I 
handed the project over to Carol Reed, who 
subsequently collected an Academy 
Award.”
This was not the only big disappointment 
of the sixties. Three years earlier, Gilbert 
had spent a three-month period in America, 
working on a project which would have
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The non-hero is back“ The main challenge is that each episode is set in a different period, demanding a 
different style of lighting and operating,” 
she explains. “ On the one hand, there is 
the need for continuity in the Quinn house­
hold, and that’s where I’m keeping as 
closely as possible to Geoff’s vision. On the 
other hand, I’m co-ordinating closely with 
the art department to give each episode a 
different look in terms of colour tones. In the 
last few, with more freedom to shoot 
outdoors, there is scope for greater variety.
“ We are shooting fast,”  she continues: 
“ an episode every ten working days. So 
there is the added challenge of coming up 
with five minutes of quality material per day 
and making it look as good as possible 
under the circumstances. But, after 
watching the rushes; I’m happy to say the 
quality is there. We even set a record last 
episode, of seven minutes 50 seconds in 
studio shooting for the day.”
What of the future? “ My goals are pretty 
simple,”  says Kenny. “ I’d like to be in a 
position to pick and choose what I work on.
I still don’t get as much of that as I would 
like. But life’s pretty good at the moment, 
and I feel that I’ve paid my dues. I’m a 
feminist of my own brand and, when I 
chose to follow this lifestyle, I knew it would 
be difficult. So there is no point in bitterness 
and in dwelling on the hardships. I hope to 
change attitudes to women by example, by 
getting on with the job to the best of my 
ability, not by hitting people on the head 
with ideology. It’s taken some time, but I’m 
at a stage now where I deserve a little 
respect for having fought my way up the 
ranks.
“ It’s much easier for women now. But, 
really, it’s time we stopped looking at what 
women can’t do and focus on what they 
can do. Sure, some jobs are inappropriate, 
but not because of gender. We should be 
making films side-by-side and coming up 
with the best possible results.”
Mary Colbert
been his first Hollywood feature. Originally 
a Hitchcock property, No Bail for the 
Judge, it was an adaptation of a thriller by a 
retired judge called Henry Cecil, and was in 
a genre made popular by recent successes 
like Anatomy of a Murder (1959)
“ My star was George Peppard,”  he 
recalls, “ and the project had been left 
behind when Hitch changed studios and 
went to Universal. Many scripts had been 
written prior to my involvement but, due to a 
contractual dispute (Peppard was tech­
nically under contract to MGM), it never 
eventuated.
“ I have always managed to work inde­
pendently,”  Gilbert says. “ I have seen so 
many casualties of the studio system, going 
back to the days of Rene Clair. In the case 
of Educating Rita, I had bought the play in 
a joint venture with Columbia. They then 
suggested, as earlier with Alfie, that I make 
the film in America, with Dolly Parton. We 
fell out over that, and I bought the property 
back and eventually raised the money in 
England. Ironically, Columbia bought the 
film after completion, and the studio chief 
admitted their error of judgement.”
Not Quite Jerusalem was also indepen 
dently financed, but Gilbert concedes that it 
is becoming increasingly difficult to raise 
finance for films in Britain at present, and is 
preparing to shoot Run for Your Wife, an 
adaptation of a successful West End stage 
farce, as an American film.
His other upcoming project is also 
American: a film about Josephine Baker, 
the famous singer-dancer of the twenties, 
with Diana Ross in the lead. “ Baker led 
such an active life,”  says Gilbert, “ that I am 
finding it tough to compress all the material 
into a two-hour feature. Ideally, it should be 
done as a ten-hour miniseries. But Diana 
prefers working in films. To the superstars, 
television is a comedown — which is 
absolute nonsense when you consider the 
vast audience it has.”
Paul Harris
Scott Glenn, actor
In the eighties, the American cinema, tiring 
of blustering, Gene Hackman-like villains, 
has evolved a new, pared-down brand of 
non-hero: angular, taciturn, powerfully built 
and pretty mean. Charlie Bronson was 
probably the model; but the new batch of 
non-heroes often give the impression of 
having, unlike Bronson, a brain. And a lot of 
them have been played by Scott Glenn.
Neither card-carrying good guys nor all­
out bad guys, Glenn’s non-heroes hover 
between moral poles. In Urban Cowboy 
(1980), he is the ex-con who moves in on 
Gilley’s bar, masters the mechanical bull 
and temporarily walks off with Debra 
Winger. He may be a real sonofabitch, but 
he is so much more interesting to watch 
than John Travolta’s sashaying juvenile that 
he unbalances the film.
In The River (1984), as Sissy Spacek’s 
mean ex-lover, Joe Wade, out to expro­
priate the nice folks (Spacek and Mel 
Gibson), he again gives the film an edge it 
badly needs. And in Silverado, where the 
‘real’ hero role (and top billing) goes to 
Kevin Kline, a much cuddlier gunman, it is 
Glenn who seems most in tune with the film, 
fitting the landscape, and with a terse 
delivery that matches the film’s abrupt, 
operatic style.
It should come as no surprise to anyone 
who has seen these films that Scott Glenn is 
an ex-Marine. A few minutes’ conversation, 
however, and the notion of a latterday Alan 
Ladd begins to fade: Glenn is also an 
English graduate from a top East Coast uni­
versity (William and Mary, in Virginia), a life 
member of Lee Strasberg’s Actor's Studio, 
a man with fourteen years of stage experi­
ence behind him, and a friend of Sam 
Shepard’s (whom he considers “ without 
any question the finest American playwright 
alive, if not the finest playwright alive any­
where” ).
It may be his slightly distant, threatening 
look that has got him his recent parts: the 
sadistic, sexist coach in Personal Best
(1982) ; Glaeken Trismegistus, a kind of 
supernatural Lone Ranger in Michael 
(Miami Vice) Mann’s virtually unseen 
Gothic thriller, The Keep (1983); and 
astronaut Alan Shepard in The Right Stuff
(1983) .
But choice has something to do with it: 
Glenn goes for roles that make him, as he 
puts it, salivate. “ It’s something that 
happens at the cutting edge of my experi­
ence, when I read a script. It happens 
before my heart or my mind do anything: it 
comes from my solar plexus. What is it that 
makes your foot start moving when you 
hear a piece of music, or makes you sali­
vate when you walk into a kitchen? It’s an 
appetite that gets stirred.”
Nowadays, Glenn can wait for this to 
happen, though it obviously wasn’t always 
so. Though his movie career dates back to 
1972 (a small role in The Baby Maker) and 
includes Nashville (1975) — he was the 
hapless soldier who followed Ronee 
Blakley around — it is only since 
Apocalypse Now (1979), in which he 
played Captain Colby, that he has felt really 
sure about what he is doing.
“ As an actor, one of the things that 
happened to me in Apocalypse is, I got 
confidence. When I went over there, my life 
in LA was pretty much just scratching
around, being rejected by a lot of casting 
people in television. After every rejection, I 
would pretend that it didn’t mean anything 
to me. But I’d always feel, ‘God, what did I 
do wrong?’ And then, after working with 
Francis and Marlon Brando and Vittorio 
Storraro and Dennis Hopper and Martin 
Sheen and all those people, on equal level, 
it altered me for ever. The next time I went 
in a casting office and people said no, I 
looked at 'em and thought, 'Well, it may be 
no for the minor leagues, buddy, but it’s yes 
for the major leagues’. ”
Though the major leagues have been 
saying yes a lot lately, Glenn, an obsessive 
actor, also realized, when the two and a half 
weeks he was supposed to be away on 
Apocalypse Now turned into seven and a 
half months, that this was no way to live a 
family life. “ When I got back, my youngest 
daughter, who was two years old, didn’t 
recognize me; and I swore that would never 
happen again.”  So now, the family travels 
with him.
The only time that didn’t quite work out 
was on Urban Cowboy, when Wes High­
tower tended to take over Scott Glenn. 
“Urban Cowboy was terrible,”  remembers 
his wife. “ I couldn’t stay on that one: I left.” 
But that kind of immersion is, Glenn feels, 
the only way to work. “ It sounds like mid­
sixties bullshit, but I really believe it: we’re 
all surrounded by teachers, and all we have 
to do is keep ourselves open to the fact and 
we’ll learn. The more I believe it, the more it 
seems to happen. It happened on Urban 
Cowboy: people came into places where I 
was — bull-riders, and three bank-robbers 
from Mexico — and we had relationships 
immediately.”
Living with him when he was doing Wild 
Geese II (in which he plays another not- 
quite-hero: a Maronite Christian mercenary 
called John Haddad) was not straight­
forward either, says his wife. He developed 
a habit of checking out every restaurant 
they went into for possible sources of 
danger, quick escape routes and instant 
cover.
“ Also,”  admits Glenn, “ I have, for good 
or bad, an atavistic interest in and appetite 
for weaponry — social weaponry, not 
hunting guns.”  Motorbikes, too, reminds 
Mrs Glenn. “ Plus,”  he says, changing tack 
but staying with Wild Geese II, “ there are 
three actors I wanted to work with when I 
started in this business. One was Marlon 
Brando, one was Laurence Olivier (who 
plays Rudolf Hess in Wild Geese II), and 
one was Toshiro Mifune” (with whom he 
worked on a hacked-about and hardly 
released John Frankenheimer film called 
The Challenge, 1982). “ It came and went. 
It was the story of an American and a 
Japanese who adopt each other as 
father/son. At least, that’s what / thought it 
was about. But, when they cut it, they cut 
out the relationship, and all they left in were 
the decapitations and kicking. It turned into 
a martial arts film.”
Glenn’s taste for guns is also presumably 
well served by Silverado, in which his 
Emmett is pretty handy with a social 
weapon. But the idea of the film as a revival 
of the western doesn’t really appeal to him.
"It seems to me that, if a film is good and 
exciting and it makes you laugh and cry, 
then it’ll work, and it doesn’t matter where it 
takes place. There’s no recipe, no generic 
answer. Take Easy Rider: it worked 
because it was an original. But, after it, 
every three or four years, there were about 
a hundred copies, and all of them went into 
the toilet financially.
“ You tell that to a businessman and he 
finds it off-putting. Because, you know, you 
go to business school and you learn how 
to run an outfit economically, and somehow 
you think you can make that work for films. 
You can’t, because films aren’t about 
factories turning out product: it doesn’t 
work that way. Maybe television. But 
feature films are no longer the main ring: it’s 
a sideshow, and you have to show people 
something they've never seen before, or 
you lose them emotionally.”
Nick Roddick
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From the early days, when a voice coach offered to teach him 
to speak English, to the present, when his distinctive, back- 
of-the-palate mid-Western drawl has become a part of every 
night-club impressionist’s repertoire, James Stewart is a kind 
of one-man history of Hollywood. More than just a star, 
Stewart is an American institution. As patriotically 
immutable as Mount Rushmore, he has made his mark in 
every kind of film, from college-kid musicals in the thirties,
James Stewart is well past the prover­
bial three score years and ten now: 
grey and frail, his walk has slowed 
down to the rate of the famous drawl. 
Yet, behind the enormous, hesitant 
charm, still undimmed by time, he 
remains sharp and clear, definite about 
his beliefs. If, like the present gung-ho 
mood in his own country, he seems a 
throwback to the earlier, less com­
plicated era that shaped him, no doubt 
it is also because wealth and age have 
insulated him somewhat from the 
turmoils of today.
His politics are simple, direct and 
conservative, like the man. But neither 
money, time nor fame have robbed 
him of his sense of humour, his funda­
mental decency, or his consideration 
for others. It’s as if his Jefferson 
Smith in Frank Capra’s Mr Smith 
Goes To Washington, made almost 50 
years ago, had stepped down from the 
screen to remind us of the virtues of 
simpler days. No wonder John Ford 
once said: “People just seem to like 
him” .
He epitomizes, as did so many of 
Capra’s films, the idealized home-spun 
qualities of the small-town America 
into which he was born (Indiana, 
Pennsylvania, on 20 May 1908): do 
your duty, and do the job in hand to 
the best of your ability. It was typical 
of him that, even at this age, he should 
come out of retirement to stomp the 
publicity trail for the re-issue of one of 
his biggest hits from the fifties, The
Glenn Miller Story. The pity was that 
he couldn’t have done it for a better 
example of his work than this rather 
flabby biopic of the Swing Era 
band leader who disappeared over the 
English Channel in 1944. But at least it 
provided the opportunity to talk of 
other things: Alfred Hitchcock, 
Ronald Reagan, Louis B. Mayer (and 
the contract system which bound him 
to Mayer’s MGM for years), his 
stepson (killed in action in Vietnam), 
his favourite bad notice, his favourite 
movie of all those he has made, how he 
feels about today’s world, and what 
his life is like now. As always, his sense 
of humour and of what was fitting was 
never far from the surface.
Like so many of the early stars, he 
began on the stage, joining Joshua 
Logan’s University Players, who 
included Henry Fonda and Margaret 
Sullavan, after graduating from 
Princeton in 1932. Soon after that, he 
went to New York with Fonda, where, 
among other things, he picked up a 
notice that still sticks in his mind.
“ I save all my bad notices,” he says 
good-naturedly, “ and I got one which 
is my favourite. I was in a play in New 
York and I played the part of an Aus­
trian Count, so you know I needed the 
money. This was in ’33, for the Shu- 
berts” — the New York theatrical 
dynasty — “ and everything went 
wrong with it. It was a very pleasant 
thing: I robbed my brother of all the 
money in his bank and I’m going to
run away with his wife. The play lasted 
about five days, and the critic Brooks 
Atkinson said — I don’t have it 
framed, but almost — ‘James Stewart 
wanders through the play like a 
befuddled tourist on the banks of the 
Danube’.
“This worried me,” he continues, 
“ and, as I say, I needed the money, 
and there was a woman in New York 
who was good at voice lessons and 
everything, so I went to her and said, 
‘Would it be possible for you to give 
me a slight accent so that it suggests a 
little of the Austrian? I don’t want to 
go further than that, ma’am’. It cost 
five bucks an hour, and three hours 
later she called me in and said, ‘I’m 
going to have to let you go’ — he 
pauses for effect — ‘I can’t teach you 
an accent, but if you ever want to learn 
to speak English correctly . . .’ 
Frances Robinson Dove was her name, 
and she was around for a long time.”
So was Stewart, but elsewhere. Not 
long after, and without taking up her 
offer, he went to Hollywood, where 
Louis B. Mayer put him under a seven- 
year contract at MGM. The contract 
system, though it was a form of legal 
slavery which enabled the studios to 
keep a firm grip on what their stars 
did, was never a big problem for 
Stewart, who made his movie debut in 
a small part in Spencer Tracy’s The 
Murder Man in 1935.
“ I was so busy acting I never really 
thought about it. You worked every
day of the week, and when they 
handed you a script and said, ‘You’re 
going to do this, day after tomorrow’, 
you did it. You didn’t say that you 
didn’t like the quality of the part,” he 
adds wryly. “ But I was very fortunate 
in that they loaned me out for several 
things.” The ‘several things’ included 
Next Time We Love (1936) at Univer­
sal with Margaret Sullavan, the 
remake of Seventh Heaven (1937) for 
Fox, Vivacious Lady (1938) with 
Ginger Rogers at RKO, Selznick’s 
Made For Each Other (1938) with 
Carole Lombard, Columbia’s Mr 
Smith Goes To Washington (1939) 
and, back at Universal, Destry Rides 
Again (1939), opposite Marlene Diet­
rich. “ Maybe they did it because they 
didn’t know what to do with me and 
got some pretty good deals,” he says.
MGM belatedly began to get things 
right for Stewart at the end of the 
decade. He made two movies with his 
old sidekick, Margaret Sullavan: 
Lubitsch’s The Shop Around The 
Corner, where his gift for playing 
comedy served him well, and Frank 
Borzage’s The Mortal Storm, a drama 
about Nazism in a small Bavarian 
town. That same year (1940), he put 
himself unquestionably in the front 
rank by winning the Best Actor Oscar 
for his part as the reporter in Cukor’s 
acclaimed comedy, The Philadelphia 
Story, opposite Katharine Hepburn, 
Cary Grant and Ruth Hussey.
By then, with World War II
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via an Oscar-winning role in The Philadelphia Story (1940), to 
the classic westerns of John Ford and Anthony Mann, and his 
trio of unforgettable Hitchcock movies: Rear Window (1954), 
The Man Who Knew Too Much (1956) and Vertigo (1958). 
Catching up with him in Cannes, where he was on the road 
again to promote the re-release of The Glenn Miller Story 
(1953), Ray Comiskey talked to him about his films, his 
politics and his feelings about the world.
gathering momentum, he had other 
things on his mind. He enlisted 
without giving a thought to the 
possible repercussions to his studio 
contract at MGM. “ If you read 
between the lines of the contract,” he 
says, “ there was a law that, if for any 
reason you turned down a picture and 
you were suspended, that time you 
were on suspension could be added to 
your seven-year contract. I got to 
MGM in 1935, and then, when I went 
into the army — I never thought of it, 
luckily, but I was in the army almost 
five years — during that time Olivia De 
Havilland took the system to court. 
She was suspended by Warners, and 
she sued them and won, and that 
phrase was taken out of the contract. 
My contract ran out the second year I 
was in the army, so when I came out I 
was a free agent, and my agent sort of 
advised me to stay independent 
because, looking back, I think he had a 
feeling that the days of the major 
studio may have been numbered.”
What Stewart omits to say is that he 
was among the first of the top Holly­
wood stars to enlist. He volunteered, 
because of previous flying experience 
— planes were a great hobby of his 
—for the US Air Force, but was turned 
down because, at ten stone, he was 
under-weight for his height. By going 
on an orgy of eating, he was finally 
accepted in March 1941, nine months 
before Pearl Harbour.
His war career was distinguished.
From East Anglia in Britain he led 
bombing raids on Bremen, Frankfurt 
and Berlin, among others, winning the 
Distinguished Flying Cross with two 
Oak Leaf clusters, the Air Medal, with 
three Oak Leaf clusters, and the Croix 
de Guerre with Palm. He was made a 
Group Commander and was promoted 
to Colonel before being discharged in 
1945. There was at least one new 
element for him in the professional 
freedom he had after the war. The old 
studio contract was legal slavery while 
it lasted, but it was also a paternalistic 
system: studios protected their big 
stars. They kept them working, prac­
tising their craft, and shielded them 
from the agonies of choice. How did 
someone like Stewart, who had simply 
done what he was told, cope with the 
business of selecting roles for himself 
after the war?
“ I was doing it,” he answers, 
“ between directors I knew, and my 
agent, and people in the business: 
people I knew at MGM and the other 
studios. It was sort of a combination. I 
never felt that I did the thing myself, 
but I said, ‘Let me read it and I’ll 
decide’, you know. It was sort of 
almost like taking a vote.” Being inde­
pendent enabled him to make It’s A 
Wonderful Life with Frank Capra in 
1947. “ I had done a couple of success­
ful pictures with Capra, and he had 
been away for quite a while, too, doing 
some wonderful pictures during the 
war, about the reason we were fighting
and so on” — a reference to Capra’s 
acclaimed Army documentary series, 
Why We Fight, the first of which, 
Prelude to War, won the Best 
Documentary Oscar in 1942. “ And I 
think maybe I had sort of an advan­
tage there because of Mr Smith, which 
I did the year before we started the 
war, and this was a character not 
unlike that.”
In It’s A Wonderful Life Stewart 
plays a small-town businessman — 
honest, but facing ruin because of 
local finagling — who contemplates 
suicide until a white-haired Henry 
Travers — one of Hollywood’s more 
unlikely angels — is sent from heaven 
to show him how much worse off the 
town would have been had he never 
lived. Stewart has often named the 
film as his favourite, despite the fact 
that it has not fared well with modern 
critics. Why does he like it so much?
“ Well, it’s a lot of things,” he says 
slowly, “ thinking back: the way it 
started, and the way it was developed. 
It wasn’t from a play or a book. It 
wasn’t from an actual happening. 
After the war, Frank formed a 
company called Liberty Films with 
George Stevens, and It’s A Wonderful 
Life was its first film. Frank dis­
covered the idea. He’d been corres­
ponding with somebody, and there was 
a line in one letter, and it just said, 
‘Remember, Frank, no one is born to 
be a failure’. And then, in another 
letter, he was talking about something
A life in the movies: left, James Stewart as 
he is now; above, with Eleanor Powell in 
1936’s Born to Dance.
else, and he said, ‘No one is poor who 
has friends’.
“ Frank took these two lines — 
phrases really — to Albert Hackett and 
Frances G oodrich , who were 
wonderful, wonderful writers, and 
said, ‘See what you can do to make a 
picture about this’. They were 
delighted with it, and in three weeks 
they had a first draft between the three 
of them, because Frank helped them. I 
think maybe this is the reason I like it, 
because this is pure movie, you know. 
This is not born from anything. This is 
pure creation.”
He would seem to be more temper­
amentally in tune with Capra than with 
Alfred Hitchcock, for whom he first 
worked on the 1948 Rope, about two 
students who murder a friend and then 
give a tea-party in the same room as 
the corpse. Stewart played the 
professor whose teaching inadvertently 
provided the rationale for the murder. 
Later, in the fifties, Hitchcock was to 
take Stewart’s career to its peak with 
Rear Window, The Man Who Knew 
Too Much and Vertigo, surpassing his 
earlier successes with Capra. Were the 
two directors very dissimilar people?
“Not as much as you’d think,” he 
answers. “They had two alike qual­
ities: they were both completely 
prepared when they started a picture;
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and, although they went about it in 
different ways, both of them wanted to 
get the story up on the screen 
visually.” He makes a gesture to form 
a screen in mid-air with both hands. 
“ The spoken word was secondary.” 
Did either one give much instruction 
on the approach to a character or a 
particular scene? “ Well, take Hitch­
cock: first he’d get the camera right, 
and then he said, ‘Yeah’. I never saw 
him look through a camera. Uh, 
maybe he couldn’t get up.” He 
chuckles at the thought of the fat 
director struggling with the equipment. 
“ He’d make a little screen with his 
hands and the poor cameraman, 
whoever he was, had to get back there 
and look at it, and Hitch would say, 
‘This is what I want’. Then he’d go 
over and sit down, and when Bob 
Birch said, ‘We’re ready to go’, he’d 
say, ‘Get the actors, go in and move 
them around, and let me hear it’. That 
was about the size of the directing we 
got. He expected us — which sort of 
makes sense in a way, because this is 
what we’re being paid for — to have 
worked out a plan of our own, to have 
tried to get the lines so that we worked 
out the movements in our minds, 
which I always felt was better than 
getting the cast round a table and 
getting sort of psychological about it.” 
Was not this much more difficult on 
Rope, with its long, unbroken takes, 
and walls and furniture specially con­
structed so that they could be moved 
out of the way of the cameras?
“ We just did it as he told us,” he 
says. “ The main thing was to get the
“ i never saw Hitchcock 
look through a camera. 
Uh, maybe he couldn’t get 
up”
line, because of those long takes — not 
ten minutes, but about 920 feet of film 
in the camera. As it turned out, we 
couldn’t use the sound that was 
recorded while he was filming. He 
made the walls and furniture with 
rubber wheels so they wouldn’t make 
any noise, and the sound people said, 
‘No, you can’t make it; it sounds just 
exactly like it is — a wall moving on 
rubber wheels’. It didn’t bother Hitch­
cock. He said: ‘We’ll do the first take 
for the camera, and take all the micro­
phones out’. Then he took all the walls 
and furniture out and put in about 20 
microphones all over the set, and we 
did it for sound. And there were only 
about five or six places where we had 
to re-dub, because of timing and every­
thing. We’d done it so much that we’d 
almost unconsciously gotten so that 
every line was repeated exactly the 
same.”
But Rope, surely, was the epitome 
of “getting sort of psychological about 
it” ? He looks at me unblinkingly. 
“ We went to Hitchcock and we said, 
‘You’re really missing out on a 
wonderful opportunity here. You 
ought to build bleachers round the set 
and charge them five bucks to come in, 
because the movement of the camera 
and the walls and everything was much 
more interesting than what we were 
saying.”
What about the director’s propen­
sity for practical jokes? “ What he’d 
do on the movie was just work. His 
practical jokes were more . . .  I went 
to a dinner party at his home one time,
Classic Stewart roles: top, with Wendell 
Corey and Grace Kelly in Rear Window 
(1954); above, left, with Shelley Winters in 
Winchester ’73 (1950); and, right, his 
favourite role: It’s a Wonderful Life (1946).
and you came in and you suddenly saw 
that everything was blue. When the 
first course was brought in, it was 
blue. Meat and mashed potatoes: they 
were blue! And he never explained it.” 
He shakes his head in mock bewilder­
ment. “ Blue potatoes, you know. And 
everybody didn’t eat very much. We 
came into the living room for a while 
and Hitch said, ‘Would anybody like 
hors d’oeuvres or anything to eat?’ 
And we all said no. And then he said, 
‘Well, then, perhaps you want to go 
home?’ And we said yes.”
Stewart was also one of the first of 
the major stars to say yes to something 
else. With Hollywood in the grip of its 
long, postwar box-office traumas, he 
negotiated a deal with Universal in 
1952, in which he worked for a smaller 
salary, plus a percentage of the profits. 
It was a path soon followed by others, 
and it earned him over one million 
dollars from the 1954 Glenn Miller 
Story alone. No doubt it was only one 
of several factors contributing to the 
eventual demise of the studio system, 
but it confirmed the prescience of his 
agent, who, in the mid-forties, saw 
that the heyday of the big studios was 
coming to a close.
Would he, nevertheless, like to see 
the big studios come back? “ That is 
the real way to make movies,” he says
warmly. “ But I think the idea of the 
major studio coming back is impos­
sible from a cost point of view. The 
expense of having dozens of actors, 
directors, sound people, all the 
technical crew, under contract, and the 
enormous plant — in today’s world, 
it’s just too much. But I do think that 
some kind of concentration of talent, 
like Chaplin, Fairbanks, Pickford and 
Griffith did with United Artists years 
ago, could be very good for pictures. 
Spielberg, for instance: I wouldn’t be 
surprised if he got a studio together. 
Everybody said when television came 
in that we were dead. I can remember 
when radio came in: the two movie 
theatres in my town closed down 
Tuesday night, because this was the big 
radio thing with Rudy Vallee and 
Amos ’n’ Andy, and nobody came. 
They all said the picture was finished. 
It survived.”
The conversation changes tack 
again. Had he ever hankered after the 
job of President, or is that only for 
second-rate actors? The answer comes 
in that distinctive drawl. “ I don’t talk 
fast enough to be a politician.” Who 
has he supported politically? “ I’ve 
supported the man you were talking 
about since he got into politics. When 
he was running for Governor of Cali­
fornia, I went with Ronnie Reagan on 
the trail. The first time he ran for Pres­
ident, I went all over the country with 
him.”
His life has become a little lonely 
now, he says, with the children — 
there were his wife Gloria’s two sons
from a previous marriage, and their 
twin girls, who were born in 1951 — all 
gone their separate ways. How does he 
feel about the Hollywood pheno­
menon of children writing nasty books 
about their famous parents? “ I just 
don’t understand it. It can’t be for 
money. Maybe it’s resentment, mostly. 
I was talking to my twins the other 
day, and I said, ‘Why don’t you get 
together and write a book, Poppa 
DearestV ”
Does he find today’s world more 
vicious, more violent, more grasping, 
less caring? “ I think you have certainly 
named all of the problems that we 
have. The violence is terrorism. I think 
it’s a tremendous problem all over the 
world. I don’t know what it is, or 
whether us human beings are starting 
to show our real colours, but I think 
it’s something that is very disturbing 
for everybody. It isn’t the idea of 
accusing d ifferen t people: i t ’s 
happening to all of us. You know, it’s 
amazing: in the last couple of years 
I’ve been getting more fan mail from 
kids aged eleven to sixteen than I ever 
did in the 50 years I’ve been in the 
business, and all of them sort of dwell 
on this fact: that they’re in trouble, 
that there’s too much violence, that 
they’re sick of the violence on tele­
vision. And they lots of times pick out 
It’s A Wonderful Life — that it’s sort 
of anti-that.”
It seems the star’s homespun appeal, 
redolent of stability and moral cer­
tainty, and his values from another 
era, have caught something in the
“ I was talking to my twins 
the other day, and I said, 
‘Why don’t you get 
together and write a book, 
Poppa Dearest?’ ”
mood of America today. But is there 
not a paradox there? He himself took 
part in one of the worst wars that ever 
happened. Does he have any under­
standing of what he went into then, or 
was it simply out of his love of flying? 
“ I just looked on it that I was asked to 
serve my country, and I felt it would be 
my duty to do so. And I still feel that 
way about it. I felt that about my 
stepson, whom I regarded as my own 
son. He graduated from college at the 
start of Vietnam. He didn’t want the 
draft: he enlisted. He became a good 
Marine, with the result that he was 
killed in action. I don’t take it — and 
his mother doesn’t either — as a 
tragedy. You can’t say it’s tragic for a 
young man to make up his own mind 
to enlist and serve his country, and get 
to be a good Marine, get to be good at 
his job, and then, on the field of 
battle, to behave himself in a gallant 
manner. You can’t say that’s a tragedy 
— a loss. We think of him every day — 
but not a tragedy. He served his 
country.”
There seemed nothing further to be 
said about such unshakeable convic­
tions, particularly to a man who has 
lived all his life by them and backed 
them up by personal bravery. As I was 
leaving, I reminded him that he was 77 
this year. Did he have a party to cele­
brate it? He looked genuinely 
surprised at the thought. “ No. This is 
an odd number, 77. What is 77? 
Sounds like a soft drink or something. 
No, I’m going to wait for 80, and then 
I’ll have a party.” ★
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UVING WITH THE
Sixteen years is a long time in show business, especially tackling her first acting role and her first film all at the same 
when you’re only twenty-eight. But, from Young Talent Time time. Debi Enker talked to her about the experience, and
to Cats, Debbie Byrne has grown up in the public eye. Now, about the difference between the one-camera discretion of a
with the lead role in the new Australian movie Rebel, she is film set, and the multi-camera intrusions of television.
Debbie Byrne is in town for the day 
and Melbourne’s media has been 
mobilized for the occasion. Journalists 
from the newspapers and assorted 
magazines are literally forming a 
queue from the hotel lobby to her 
room on the eighth floor. The tele­
phone in the room jangles persistently 
as a reminder of the radio stations, 
waiting their turn in line for radio 
interviews. Then there are the TV 
crews, not so patiently standing by to 
set up the lights for their place on the 
agenda.
At the centre of the activity, Byrne 
appears happily, even vibrantly, at 
ease. Alternating booster shots of 
coffee with a supply of cigarettes, she 
seems to be in her element. It’s 
Monday, the day after her only time 
off from the rigours of the stage 
musical, Cats, and she had flown into 
town at ten o’clock the previous night, 
with a full day of interviews to smile, 
chat and ponder through before taking 
the late-afternoon flight back to 
Sydney, where she will again don 
Grizabella’s costume for the night’s 
performance. It is a daunting schedule, 
but for this actress/singer/dancer, 
gruelling schedules have been a fact of 
life since the age of twelve. For one of 
the original members of the Young 
Talent Team, this is par for the course.
One sixth of the founding Young 
Talent Team brigade, Byrne is effec­
tively the only one over its consider­
able number of years and teamsters to 
graduate to a buoyant adult career as a 
performer. Reflecting on her early 
days with the Team, she is convinced 
of their importance to her current suc­
cesses. “The only thing I’ve canned 
about Young Talent Time is that it 
stuck for so long,” she says. “ The 
actual experience was priceless because
The singer and the song: Debbie Byrne as 
Kathy, on stage at the A ir Raid Club, one o f 
the main sets in Rebel.
of the discipline involved. A lot of 
people don’t realize: we worked 
bloody hard on that show. We worked 
every day, every night, Saturdays, 
Sundays, just about seven days a week. 
And that was a great lesson, because 
we learned discipline and we learned 
commitment. We learned that, as 
much as you put in, you’re going to get 
back. And it was great. When I was 
sixteen, I could walk into any studio, 
anywhere in Australia, and know 
exactly what I was doing. I knew what 
a director was talking about. So all I
“ I ’m sure there are a lot 
of people in the public 
eye who have stuffed up 
as much as I have, but 
they did it before they 
became public figures, 
whereas I had to do it all 
the way through”
had to worry about was my perform­
ance. I didn’t have to think ‘Oh, gee, I 
don’t know what the hell they’re 
talking about’. I learned all that at 
such a young age.”
Progression from that young age to 
her current status as a 28-year-old 
single mother of two has had its 
highly-publicized rocky periods for 
Byrne, who is disarmingly forth­
coming for someone who has been 
repeatedly bruised by the prying of the 
media.
“From the age of twelve, I’ve grown 
up in public,” she says. “ I ’m sure 
there are a lot of people in the public 
eye who have stuffed up as much as I 
have, but they did it before they
became public figures, whereas I had 
to do it all the way through. All I was 
doing was growing up, and I made 
mistakes and I learned by them and 
have, fortunately, grown from them.”
Byrne has grown to the extent that 
she can rightly be regarded as one of 
the country’s most accomplished 
female performers. Since the days with 
Johnny Young, she has starred in 
award-winning television shows, sung 
her way to the ‘Queen of Pop’ crown, 
earned acclaim on the stage for Cats, 
and been nominated for the Best 
Actress award by the Australian Film 
Institute for her feature debut in 
Rebel.
And, though the diversity is admir­
able — maybe even unique — in Aus­
tralia, it appears more the product of 
spontaneous than prem editated 
decision-making. “ I didn’t say, ‘Oh, 
now I want to do theatre’. I never said 
that. I said, ‘Now I want to be Grizza- 
bella’. It was the role. If I hadn’t 
gotten that role, I wouldn’t have gone 
for another part in Cats. And I 
wouldn’t do Charlie Girl, because 
there’s nothing in it for me.”
The role of showgirl Kathy McLeod 
in Rebel, originally intended for Olivia 
Newton-John, certainly offered the 
ideal vehicle for Byrne: a chance to try 
her hand at acting, while utilizing the 
singing and dancing skills that she had 
spent a long time developing. The 
project also offered other agreeable 
elements. “ I’d never acted before and 
I did want to try it,” she says. “Rebel 
gave me the chance to do things that 
I’d worked at doing for a long time. It 
was a good-budget film, not a cheap 
one. And there were people working 
on the film that I’d worked with for 
many years — Ross Coleman, Michael 
Jenkins, Roger Kirk — so I felt secure. 
I would have been crazy to knock back 
an opportunity like that.”
The role of the leading light at the 
Air Raid Club — an oasis for visiting
American soldiers on R & R from 
World War II — necessitated Byrne’s 
participation in the development of the 
film from its early stages. “ I was 
involved in pre-production for about 
six months before shooting,” she 
recalls. “ I saw a lot of growth and a lot 
of changes.” One change was Kathy’s 
occupation, from postal worker in the 
film’s source, Bob Herbert’s play, No 
Names . . . No Packdrill. Byrne 
acknowledges that this central change 
was “ for marketing and all that” , but 
adds: “ I can’t see anything wrong with 
that, because the basic story is still 
there.”
Roger Kirk’s costume design was 
another variable in the project’s 
formative days. “ It was originally 
going to be a strict period piece,” she 
says, “ but that altered in pre-produc­
tion. When I first started working with 
Rebel, I was wearing cotton period
“ In film, there is one 
camera and it’s incredibly 
silent. You can look 
wherever you think your 
eyeline should naturally 
go, rather than looking 
into this thing!”
clothing. Within two months, I had to 
start dealing with ‘God, how does this 
character wear leather skirts?’ ” 
Helping Byrne through the transi­
tion from cotton to leather, and the 
transition from variety performer to 
actress, was an intensive series of 
acting and voice classes. “ I worked 
with Isabelle Anderson (who plays the 
landlady in the Film) for four months
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— private class, every day — and with 
a voice coach for four months — 
private class, every day! It was a lot, 
because there’s no one else in the class. 
You can’t get a breather: it’s complete 
concentration all the time.” Producer 
Phillip Emanuel paid for the classes, 
which Byrne says were priceless. “ He 
had a lot of faith in me,” she recalls, 
“ and really supported me. He gave me 
every chance to do a good job with the 
film.”
It seems that Emanuel’s investment 
in Byrne’s talent — made primarily on 
the basis of the passion that she can 
invest in her songs — has paid off. 
And, for this television veteran, being 
a film rookie has been an effortless
“ Matt wasn’t on home 
ground, so it was 
probably more difficult for 
him than it was for me, 
even though he was more 
experienced in film”
and fruitful transition. “ Acting had 
crossed my mind,” she concedes, “ but 
not seriously. I didn’t want to do Cop 
Shop. I’d spent years on TV and I was 
really wanting to get away from it.”
The change in medium allowed her 
to draw some confidence from the 
familiar, while offering a range of new 
challenges. “Working on a film is just 
as grinding — the schedule is as grind­
ing — but film is more subtle than tele­
vision. I guess that, working with a 
cameraman, a film cameraman, is far 
different from working with video. 
The way they shoot film is so exposing: 
they can see you so much closer. It’s 
like the cameraman is literally in the 
scene with you.”
Though Byrne concedes that her TV 
experience is confined to variety work, 
her summation of the performer’s rela­
tionship to the studio camera is reveal­
ing. “ The camera is a domineering 
figure,” she asserts. “ It’s this huge 
robot that has these lights that blink at 
you, and there are four of them on the 
set. If you’re working at the Channel 9 
studios, you’ve got this huge thing on 
rollers running after you. It’s not 
sensitive to you. In film, there is one 
camera and it’s incredibly silent. When 
you are performing in front of some­
thing like a Louma crane, you’re not 
aware of it at all. And you don’t have 
to look at the bloody thing! You can 
look wherever you think your eyeline 
should naturally go, or where your 
eyeline has been directed to, rather 
than looking into this thingl”
For her first film, Byrne was thrown 
in with some pretty classy company, 
from Bryan Brown, Ray Barrett and 
Bill Hunter to her American co-star, 
Matt Dillon. It was a situation that 
could either intimidate or validate a 
fledgling actress and, not surprisingly 
for someone who has persistently 
refused to be daunted by career 
obstacles, she found the experience a 
positive one. “ It was wonderful,” she 
enthuses, “ they were very helpful. The 
last thing I needed was an inexperi­
enced actor. But it wasn’t like they 
were saying ‘C’mon, we’ve gotta help 
Deb’. We all worked together very 
well, and I don’t think that I made 
anyone feel responsible for me. I 
mean, I’m as experienced in work as 
they are: in discipline, in coming up 
with the goods. It’s just that I’m not 
experienced in dialogue. But I never
blew my lines. I knew my work very 
well. If you’re nervous or feel insecure 
about something, then you do your 
homework very thoroughly, because 
you need as much security as possible 
in what you’re doing. You make sure 
nothing is going to throw you.”
In some ways, Byrne’s familiarity 
with a number of the crew members 
and Dillon’s inevitable status as a 
visitor duplicated the Kathy/Rebel 
relationship in the film. “ He didn’t 
know anybody,” she says, “ and we all 
knew each other. I was in comfortable 
company. I knew all the private jokes. 
But Matt wasn’t on home ground, so it 
was probably more difficult for him 
than it was for me, even though he was 
more experienced in film. A lot of 
people were very warm towards him, 
and I’m sure that helped, but it would 
be nerve-wracking. I experienced it 
when I went to London to do The Cliff 
Richard Show. It was the first time in 
ten years that I walked into a studio 
and didn’t know anyone: not the 
make-up artist, not the director, not 
one cameraman. It’s a very strange 
feeling, and it was the same here for 
M att.”
Top, where it all started: Debbie Byrne 
(centre) with the Young Talent Team. 
Above, with co-star Matt Dillon in Rebel, 
her first film  role, and also her acting debut.
While Dillon was cast in the role of 
the outsider, Byrne readily embraced 
Kathy’s position as one of the girls in 
the Air Raid Club troupe, particularly 
with Julie Nihill, whose performance 
as the precocious Joycie can only be 
described as a thoroughly exuberant 
smashing qf a type-cast mould. “ Julie 
is great,” Byrne comments, “ she’s 
very intelligent, very efficient, and she 
loves her job. She’s a very funny lady: 
Rebel showed a side of Julie that 
people haven’t utilized. She’s a real 
comic, and she plays the little tart so 
well! You’re not disgusted by Joycie: 
you forgive her. As Kathy says, she’s 
just a kid.”
Byrne harks back to her own child­
hood in order to describe the sensa­
tions of acting, in a manner that might 
alarm those devoted to the method 
school. “ It’s a bit like pretending — 
playing mums and dads. I mean, you 
might be doing a scene that’s particu­
larly painful, but it’s only real for the
time you’re doing it. It’s not like a real 
situation. You’re just pretending, 
making it real for the moment that you 
need it to be real. In that way, it was a 
lot of fun, because you get to test your­
self, to see what emotions you are 
aware you have and how far you can 
take an emotion, how willing you are 
to let yourself feel something.” 
Sensibly refusing to be drawn into 
any neat descriptions of easy or diffi­
cult scenes, Byrne recalls one fairly 
innocuous scene that became taxing 
for reasons that have more to do with 
spirit than lack of it. “ It’s the one 
where Matt and I are being chased, 
and he pulls me into a box-car and 
pushes me against a wall. We did that 
for two or three hours. I guess I got 
pushed around for fifteen takes. That 
became a little distressing, because it’s
“There’s a bubble in 
Kathy. She shows it on 
stage. That’s where she 
gets off”
so repetitious. It wasn’t a terribly 
dramatic thing. I didn’t like the con­
tinual aggression, but I started to feel 
like I wanted to come out of character 
and hit back. There were moments 
there where I felt like saying ‘Take 
your hands off me!’, which wasn’t in 
character at all.”
Byrne chuckles at the prospect of 
Kathy slugging back, subsequently 
noting that the generally sensible 
heroine may not have resorted to a 
violent exhibition of her feelings, but 
used the stage as an emotional outlet. 
“ There’s a bubble in Kathy,” she 
observes, “ she shows it on stage. 
That’s where she gets off. She’s quite 
happy doing it up there — that’s where 
she lets go a bit. She’s not a prude at 
all, but she’s a little more cautious 
than the other girls.”
As with many necessary dramatic 
ironies in film, it is the most cautious 
character who lands in the most 
serious trouble. Byrne chuckles again. 
“ That’s what freaks her out. It’s like, 
‘Hang on, this is not supposed to go so 
wrong. I was being so cautious and 
wonderful!’ ”
For Debbie Byrne, the first tango 
with film has been both instructive and 
enjoyable. Her pride in Rebel and 
enthusiasm for the cast and crew are 
unmistakable. As she prepares for the 
next interview — another cup of coffee 
and another cigarette — she happily 
declares that she has no plans for 
future projects, or even a well-earned 
rest after her stint in Cats concludes in 
July. “ I don’t rest very well,” she 
explains. “ I rest better when I’m 
working. I can relax more if I’ve only 
got two days off a week. I’ll relax more 
than if I have three weeks. I just get 
very fidgety and neurotic. I really 
thrive on work; though I’ll bitch about 
it, I’m a much happier person when 
I’m working.”
Her face suddenly clouds and she 
assumes a mock grimace. “ I much 
prefer to work,” she repeats, “but I’ve 
made this ridiculous promise to take 
my kids to see Disneyland after Cats. 
Look, it’s not like I’m not fit enough 
to cope with Disneyland! It will prob­
ably be a breeze after the last year that 
I’ve put in.” Then, the trouper takes 
over. “ Yeh, maybe the people looking 
after Rebel in the States . . . ” And the 
ominous signs of a working holiday 
begin to appear. ★
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Brian Thompson
Rebel is one of the best-looking Australian films for some 
time. But not, as is so often the case, because of the 
landscape: what makes Rebel look good is the gloriously and 
garishly artificial world created for it by production designer 
Brian Thomson. Paul Kalina talked to him about his over-the- 
top approach, his passion for red and the way he set 
about creating Rebel’s very distinctive world.
In an early scene in The Band Wagon, 
Jack Buchanan, as the producer, tells 
his cast that he is sick of the artificial 
barriers between musicals and drama. 
“ If it moves you, if it stimulates you, 
if it entertains you, then, I tell you, it’s 
theatre!’’ They tell him their idea for a 
show — essentially, a plot thin enough 
to allow for some great musical 
numbers. He listens, finally giving his 
approval: “ It’s brilliant, contem­
porary, perceptive . . . this story is a 
modern version of Faust'.”
The stage play, No Names . . . No 
Packdrill, first came to the attention of 
Rebel’s producer, Phillip Emanuel, at 
its premiere in 1980. It is a sardonically 
comic view of life in wartime: a young, 
recently married woman called Kathy 
(who becomes a widow during the 
play) harbours a young marine known 
only as Rebel, whose nightmarish 
experience of the war has led him to 
become a deserter. Between this guilt- 
ridden and tormented couple comes 
the archetypal larrikin, Tiger Kelly, 
whose mercenary motive for helping 
them counterpoints the theme of 
suffering. The eventual resolution 
hinges on the values of loyalty, 
political allegiance and, ultimately, 
self-preservation, with the play’s title 
referring to a time-honoured tradition 
that a culprit would not be identified 
or punished so long as he returned 
something he had stolen.
To come to Rebel, the film, from 
Rebel, the play, is peculiar: Kathy, a 
mail-sorter in the play, is now a singer 
in an all-girl band; the claustrophobic 
single set has dissolved into a night­
club, an apartment, a brothel, and 
expansive exteriors; and the realistic 
setting of Kings Cross in 1942 has been 
transformed into a self-defined and 
artificial world, in which musical 
numbers carry the drama. But these 
factors, novel as they might appear to 
someone familiar with the play, have 
been moulded into a very traditional
“ My discussions with 
Michael Jenkins were that 
he wanted it pushed very 
far. As far as I ’m 
concerned, you can never 
go far enough”
kind of story. Whereas film adapta­
tions of plays like Insignificance and 
Come Back to the 5 and Dime, Jimmy 
Dean, Jimmy Dean have faithfully 
reproduced their theatrical form, 
Rebel’s shape is that of the Hollywood 
backstage musical.
Such, it would seem, is the sort of 
film that the producers originally 
envisaged. What Rebel would have 
been had Olivia Newton-John played 
the lead role, as was initially planned, 
remains hypothetical. “ It was all very 
traditional,’’ reflects production 
designer Brian Thomson. “ It was all 
meant to be happening in a very real 
Kings Cross in 1942. But my discus­
sions with the director, Michael 
Jenkins, were that he wanted it to be 
pushed very far. I didn’t know how far 
he meant except, as far as I’m con­
cerned, you can never go far enough.’.’
Wartime Sydney was never like this: Debbie 
Byrne (centre) and the Air Raid Club 
dancers. Thompson took a Nissen-hut 
interior, swathed it in pink neon, and 
turned it into the world apart he felt the 
film needed.
Thomson has already designed 
several films, including The Rocky 
Horror Picture Show (1977), Star­
struck (1982), Street Hero (1984) and 
Just Friends (1984, from the Winners 
series), as well as numerous stage 
plays, musicals and operas. A director 
in his own right, his consistent style 
makes him one of Australia’s most 
inventive and innovative designers. His 
usual approach was nicely described by 
Michael Pattinson (Cinema Papers No 
48, October-November 1984), with 
whom Thomson has established a close 
working relationship: “ Brian walks 
into a location and says, ‘Right, we 
will get rid of that wall there. We will 
paint the whole place, change all the 
tables and move the roof up three 
feet’. He starts from scratch.”
The only brief that Thomson got 
from Jenkins was that the director 
wanted to use long lenses, so that he 
could place the camera a long way
“ Matt Dilion’s manager 
wanted his boy to be in a 
straight period film like 
Breaker Morant, and that 
for a while undermined 
what we were doing”
back. After looking at Scales of 
Justice, which Jenkins directed in 
1983, Thomson took him to Darling 
H arbour, which was then an 
abandoned and dilapidated industrial 
dock area, on which stood a massive, 
skeletal building. “ Igor Nay, the art 
director, had just worked on Silver 
City,” he says, “ and brought in lots of 
photos of Nissen huts. And I suddenly 
thought, ‘That’s what we should do: 
maybe throw up a temporary structure 
for the nightclub’, and the whole thing 
developed in that way. There were 
seven openings in the side of that 
building. I was thinking of seven-letter 
words to fit into the facade, and 
suddenly thought of ‘Victory’. I set it 
up on a model, showed it to Michael, 
and he thought it was fabulous. It took 
till about then before we’d kind of 
collided, in terms of my being given a 
free rein. That was the beginning of 
the whole style and look of the film.
“ Michael was incredibly supportive, 
though there were some problems 
later, when Matt Dillon arrived. His 
manager said that it would not work, 
that it was too much like a Francis 
Ford Coppola film — which I took as 
a compliment! He wanted his boy to be 
in a straight period film, like Breaker 
Morant; and that for a while under­
mined what we were doing. But, 
because of our director, we won the 
day. It was just like the battles I’d had 
in the theatre fifteen years earlier, 
when people would say, ‘You can’t do 
that!’ and I’d say, ‘Why not?’ ”
Thomson, costume designer Roger 
Kirk and DOP Peter James were 
adamant that Rebel not be a tradi­
tional period film. Whilst it is 
grounded in a tangible historical 
reality, the film uses theatrical expres­
sionism to make its most poignant and 
brilliant effects. Many of the sets are 
littered with junk, reflecting the 
carnage and waste of the 1942 war 
effort. It should be remembered, too, 
that, until that year, when the war was 
brought to Australia’s doorstep, it 
looked like being a short and ‘winn- 
able’ war. In the film, the bustling and 
overcrowded streets of Sydney are a
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Brian Thompson
mixture of the holiday atmosphere of 
soldiers on R & R, and the grim, 
desperate reality of war.
The most striking aspect of the 
film’s design is the Air-Raid Club, 
which is where all the musical numbers 
take place. It is a corrugated-iron con­
struction, painted in vivid reds, and 
cluttered with neon, bombs made of 
glass and lead suspended from the 
roof, a makeshift bunker, and 
numerous other concocted icons. 
“ Where people live, they express 
themselves as much by what they 
discard as what they prize. That world 
in Rebel hopefully had bits of both,” 
says Thomson. Throughout the film, 
there is a playful juxtaposing of 
different technologies — the hi-tech 
look of neons in a makeshift environ­
ment — and aesthetic forms. In the 
brothel, for instance, there is an 
almost audible clash between the 
rusted chains and the neo-classical 
paintings.
“As in a pop art painting,” Thom­
son says, “ it’s about taking something 
that you know, and placing it in a 
different context, thereby redefining 
its meaning. You’ve got to make 
people believe that the reality on the 
screen is similar to a reality that 
they’ve experienced somewhere else.” 
To this end, and also to avoid a ‘real’
“ It’s about taking 
something you know and 
placing it in a different 
context, thereby 
redefining its meaning”
forties look, Roger Kirk has chosen 
some unusual costumes for the girls in 
the band. Their outfits range from 
military uniforms to garters, corsets 
and fish-net stockings, mixed and 
‘knocked up’ in a way that borrows 
from other incongruous fashions.
Also remarkable about the film’s 
design is its combination of form and 
function. Inside Kathy’s apartment, a 
model of the Sydney Harbour Bridge 
serves as a room divider, while on the 
mantel stands Luna Park. One of the 
massive billboards that line Victory 
Street has “ It’s your Australia: Fight 
for it!” under a huge picture of the 
Harbour Bridge. This “ graphic, 
theatrical resolution” , as Thomson 
calls it, replaces the need for a view of 
Sydney, while still adequately locating 
the film.
As in Michael Jenkins’s best-known 
work, Scales of Justice, Rebel takes 
place in an identifiable, yet non­
specific locale. “ Eventually,” says 
Thomson, “we gave everything a 
name, depending on the image, like 
‘The Air-Raid Club’ and ‘Victory 
Street’, and that’s what they became; 
whereas before, it was, like, Darling­
hurst Road in Kings Cross. We created 
our own vocabulary, and the world 
even became real to us on the set.”
When Thomson talks of the 
“ aesthetic fertilization” of film and 
theatre, he is talking both autobio­
graphically and of his approach to 
Rebel. In 1983, he directed a short 
film, Night of Shadows; photographed 
by Russell Boyd, it used devices like 
lighting changes during shots rather 
than cutting, to move to a different 
‘position’. One of his favourite 
moments in film is in One From the 
Heart, when Frederic Forrest is re­
united with Terri Garr, and the dim
The boys in the band: top, Ray Barrett and 
Debbie Byrne at the piano; above left, 
Bryan Brown as the larrikin Tiger Kelly; 
and, above right, production designer Brian 
Thompson, the man behind the film ’s look.
light under which she sits comes up 
full. “ In the theatre, we make audi­
ences believe that what’s taking place 
is where they are told it is. In Rebel, I 
wanted it to feel, not just that you are 
a witness, but that you are emotionally 
involved.
“ We chose the colour red for what it 
is: it’s passion, anger . . . The interest­
ing thing is that Bob Herbert’s stage 
directions for the play actually say that 
it takes place at ‘the red end of the 
experiential spectrum’. That doesn’t 
mean you have to follow that literally, 
but I really thought that was an 
important statement and not to be 
overlooked. Sydney in 1942 was in­
credibly drab and, I mean, why bother 
. . .? If you want the turbulence, if 
you really want to believe that this kid
doesn’t want to fight any more, then 
you’ve got to put it up there on the 
screen. It isn’t just meant to be a ritzy- 
looking movie: it’s meant to be a film 
that means something, that says some­
thing about violence and passion.” In 
retrospect, however, Thomson has 
some reservations about the extensive 
use of red in the film. “ Because it is 
such a strong colour, it begins to take 
over. It gives the film a coherence, but 
once it starts spilling over into props 
and costumes . . . That’s kind of 
passing the buck, but I don’t mean it 
like that.”
Peter James, too, is aware of the 
difficulty of red: it’s hard to expose 
and can easily over-saturate. None the 
less, there are many scenes where the 
lighting and colour design are super­
lative: the scenes at night, for instance, 
with the MPs on bikes, where long 
lenses, fast film and backlighting 
create a very evocative effect; or one of 
Thomson’s favourite images: Ray 
Barrett sitting by the piano, the back­
ground blue and gold, whilst a red ring 
falls around him.
The use of long lenses, Louma crane 
and steadicam has also given Rebel a 
distinctive and recognizable style. In 
the nightclub scenes, the crane takes 
the audience, in sweeping, continuous 
shots, through the crowd, past the 
neon lights and stage props, and to 
seemingly ‘impossible’ positions. The 
exterior scenes are mainly done as long 
tracking shots, where the camera 
follows the action, and the long lenses 
allow for vast areas to be taken in, 
especially in the widescreen format-  
“ even though,” says Thomson, “ a lot 
of it is out of focus, a lot is purely 
texture. One of the first shots we 
filmed was looking down past the club; 
to me, that was fantastic, because you 
were looking at nearly 400 metres of 
detail, but all flattened out on the 
screen in the most wonderful way.” 
Interestingly, for reasons of budget, 
only a small set could be constructed 
for Kathy’s apartment, and its size pre­
vented Jenkins from using long lenses 
to film several romantic scenes,which 
are arguably the weakest in the film.
As a director of music clips (he’d 
just returned from filming Apollonia 
6) and designer of stage musicals 
(Jesus Christ Superstar, Chicago) and 
opera, Thomson is acutely aware of
“ Bob Herbert’s stage 
directions for the play 
actually say that it takes 
place at ‘the red end of 
the spectrum’ ”
the connection between musical com­
position and design. “ I don’t believe 
you can do a musical film without the 
musical numbers worked out before­
hand,” he says. “ I am adamant that 
you should be handed a script and a 
tape. After we designed and named the 
club, Michael got the song ‘Air Raid’ 
tailored for it. The day I saw the rough 
cut, Ray Cook, I think it was, came 
over to me and said that he’d wished 
he’d seen the design, because he would 
have composed songs with more 
guts.”
Itching to direct, Thomson had 
many suggestions for Rebel. “ I 
thought the only way of making the 
song ‘Don’t Sweetheart Me’ work was 
to put Ray Barrett in a frock.” (It’s 
worth noting that this is the song 
where the girls are dressed in military 
uniforms.) “Everyone thought I was 
mad, but I was terribly serious. 
Anyway, they did it, but made it too 
jokey. I thought that it should have 
been really vampy. I would have liked 
the songs to sound like they were sung 
in a tin shed. I thought the roles were a 
bit too ‘good’: like in Cabaret, audi­
ences want to know that ‘heroes’ are 
also vulnerable. And the stuff in the 
apartment: I know that Michael was 
desperate to use a longer lens, but that 
was back as far as we could on that set. 
That was a compromise we had to 
make . . .
“ I think we took it further than the 
producers ever thought we’d go. 
Michael Jenkins has said to me since 
that, when we next work on a film, 
whenever that might be, he wants the 
end of Rebel to be the starting point. 
That means there’s a long way to go 
yet. I think that’s the most positive 
thing that could have been said to 
me.” ★
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There is an easy equation that English­
speaking filmgoers tend to make: if a 
film is subtitled, it’s an art movie; if 
it’s in English, it’s commercial — or at 
any rate commercially intended. This 
makes life a little difficult for the 
producers of over half the world’s 
films; if they are to have any chance of 
a release onto the lucrative English­
speaking market (mainly, of course, 
the United States), they have two basic 
options: dub, or accept defeat. If they 
do get a subtitled release, then their 
film, whether it’s about two people 
discussing theology in a room, or two 
thousand people re-enacting the 
Trojan War to a full orchestral score, 
is likely to end up in an art house.
Dutch director Paul Verhoeven — 
pronounced ‘Ver-/zoover ’ — exem­
plifies the problem. While his seventh 
feature, the English-speaking Flesh 
and Blood, was released in Australia 
by Roadshow towards the end of 
November with a combination of 
discretion (its explicit violence meant it 
was given no great press launch, and 
Channel Ten’s Good Morning Aus­
tralia’was unable to show a clip) and 
good, old-fashioned ballyhoo (“ the 
m ost con tro v ersia l epic since 
Caligula’’, promised the posters), his 
sixth film, De vierde man (The Fourth 
Man) is scheduled for a more limited, 
art-house release just after Christmas, 
through Newvision.
They are, of course, quite different 
films: Flesh and Blood is set in the six­
teenth century (“ a medieval Western,’’
Verhoeven calls it), while The Fourth 
Man is firmly modern, set in the Dutch 
seaside resort of Vlissingen (Flushing 
in the history books) in the off-season. 
It is Dutch-made (and subtitled); Flesh 
and Blood is English-speaking, made 
in Spain and largely financed by 
Orion. But the two films do share a 
few things: murder and disfigurement, 
a strong sense of the occult, a fair 
amount of quite explicit sex (or they 
did in their original versions), an 
evident desire to shock, and as strong a 
sense of style as there is to be found in 
the work of any number of directors 
with ten times Verhoeven’s reputation.
Paul Verhoeven is not a discreet 
man. Nor would anyone who has seen 
either of the above-mentioned films — 
or such earlier Verhoeven movies as 
Turks fruit (Turkish Delight, 1972) or 
Spetters (1980) — expect him to be. In 
conversation, he is given to illustrating 
general points by referring to personal 
experience, often extremely intimate 
personal experience, and to do so at 
the sort of voice-level one associates 
with garrulous drunks who sit next to 
you on trams. He is also outspoken 
about the reaction his films have 
provoked, at home and abroad. Flesh 
and Blood has raised a few hackles. 
The Fourth Man has caused its share 
of offence (as well as picking up 
prizes). And, in Holland, a national
Verhoeven and his (largely Dutch) crew, in­
cluding cinematographer Jan De Bont, on 
the set o f Flesh and Blood.
organization was set up to combat the 
harmful influence of Spetters — which 
was, of course, doing very well at the 
box office, or the Anti-Spetters League 
would not have bothered.
But it would be as much of a mistake 
to confuse the very direct way 
Verhoeven talks about his films with 
an insensitive, sensationalist approach 
to cinema in general, as it would be not 
to look beneath the violent surface of 
his films. Spetters, for example, the 
film to which he refers most often — 
the title, which was used for both its 
US and its British release, means 
‘splashes of grease’, and refers (in 
addition to being metaphorical) to the 
mobile food stall run by the heroine 
(Renee Soutendijk)— is a very serious 
film about the schizophrenic state of 
modern Holland, caught between an 
innate puritanism and a headlong 
embrace of the new. It is as honest a 
picture of disaffected youth as Les 400 
coups (The 400 Blows) or Rebel 
Without A Cause. On the surface, 
though, Spetters is a bikie pic, full of 
people fighting, fucking and having 
spectacular smash-ups. Such things 
tend to get in the way of serious critical 
consideration.
Coming from a country where it is 
comparatively easy to make films but 
very hard indeed to make good ones, 
Verhoeven began his big-screen career 
at the end of the sixties, after working 
in television, “ I did my first feature in 
1971,” he says. “There were other 
young filmmakers at the time who had 
done one or two feature films — very 
arty ones but, from the point of view 
of money (which producers are inter­
ested in) not very successful. I was 
introduced to Rob Houwers, the 
producer, by his secretary, who had 
seen the work I’d done on television. 
Rob hadn’t, because he was living in 
Munich. So, she introduced me to him, 
and he produced my first film, Wat 
zien ik? It was called Business is 
Business in the United States. It’s a 
kind of comedy, but not interesting — 
not something to be proud of. I hated 
the subject, because I didn’t see how 
you could do a film about it.” The 
subject, in keeping with Verhoeven’s 
already established style, was pros­
titution in Amsterdam.
The commercial success of the film, 
however, and that of his next three 
features — Turkish Delight, Keetje 
Tippel (1975) and Soldaat van Oranje 
(variously known as Soldier of Orange 
and Survival Run, 1977) — established 
Verhoeven as probably the only 
‘commercial’ Dutch director. It is a 
label from which he does not shy 
away. “ Mostly,” he says, “ I prefer to 
do films for a broader audience. I want 
to make films like David Lean makes
them: big and interesting and for a 
wide audience. My favourite directors 
are David Lean, Hitchcock — and also 
Bergman, when I was younger. The 
kind of films I wanted to make lay 
between David Lean and Hitchcock. 
It’s the storyboard and the editing and 
the whole thing: I’d like to do films 
like Lawrence of Arabia. But I could 
never do that in Holland!
“ Because you’re influenced by a 
director doesn’t mean you imitate his 
work: I’m sure that Lean would never 
even have considered Spetters, and 
certainly not Hitchcock. Anyway, I am 
a completely different person, and my 
background is Dutch. In Holland, 
there has always been this tendency to 
be realistic, though they hate to admit 
it. If you look at Italian paintings from 
the seventeenth century, you will never 
see s o m eo n e  p i s s in g  in the  
background. But in one of Brueghel’s 
most important paintings, ‘The 
Prodigal Son’, there is a small panel 
with a whorehouse, and a man is 
coming out and pissing against the 
wall. I’m still very close to that. Dutch 
critics say that all the pissing and the 
sex scenes in my films are nonsense. 
But why did Brueghel use that scene in 
his picture?
“ I suppose there is a kind of tension 
in me, a will to do these things. As a 
child, I always wanted to shock: that 
kind of feeling is very fundamental to 
me, I think. When all the other 
children were playing with a ball, the 
only thing I wanted to do was take the 
ball and throw it in the water. That 
was my game. I thought it was fun, 
because everybody was so interested in 
their game, and I wanted to disrupt it, 
to change it. I think I’m still doing the 
same thing with my films. Everybody’s 
looking one way, and I give them a 
punch and say, ‘Look that way!’ ”
The kinds of films Verhoeven has 
wanted to make — and has made — 
have frequently put him at odds, not 
just with the Dutch critics, but with the 
Dutch filmmaking establishment. 
And, in a country where a fair propor­
tion of every feature’s budget comes, 
of necessity, from government funds, 
being an enfant terrible has made life 
difficult. “ To get money for Spetters, 
I had to go back to this subsidy 
committee several times, changing the 
script every time. In the end, I shot my 
original script, of course, but it’s really 
terrible that you have to go through 
these tricks to get your money. By the 
time I had done Spetters, I had done 
the most successful films in Holland 
over the past five or six years. And 
again, they said, ‘No, come back: it’s 
not good enough’. I had already done 
four  films which had been seen by 
more people together than all Dutch
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The last two months of 1985 have shown Australian 
audiences two enormously different films by the same 
director, Dutchman Paul Verhoeven. One is a subtitled art 
film, The Fourth Man; the other is a multi-million-dollar 
Hollywood epic, Flesh and Blood. Nick Roddick talked to 
Verhoeven about the two films.
films in the last 20 years. I hate these 
people, because they consider it art 
only if it is done by Bertolucci, or if it 
has slow-moving camerawork!”
Ironically, The Fourth Man was 
liked by the powers that be in 
Holland, despite all its outrageous 
scenes — including one of homosexual 
fellatio in a mausoleum, with the 
passive partner in a distinctly Christ- 
like pose. Verhoeven doesn’t find this 
strange at all. “The Fourth Man is 
stylized in obvious ways, and every­
body sees it as arty or whatever — the 
photography, the camera movements. 
So the critics liked the film. That’s the 
whole thing in Europe, I think. I see it 
as a big failing in our culture at the 
moment: it’s losing all vitality. The 
whole cultural luggage of Europe is on 
our shoulders, and it’s pushing us 
down.”
A lack of vitality is not the charge 
one would make against The Fourth 
Man, for all its slow-moving camera, 
its heavily chiaroscuro lighting and its 
moments of outrageous symbolism. 
Based on a bestselling novel by an 
author with marked right-wing 
tendencies, it is the overheated tale of a 
writer (Jeroen Krabbe — the slob, 
Sandor, in Turtle Diary) who goes to 
Vlissingen for a poetry reading, and 
becomes caught up in a number of 
interlocking sexual and occult occur­
rences, which are centred round the 
mysterious patron of a beauty parlour 
(Renee Soutendijk), who has somehow 
presided °óver the death of her three 
previous lovers. Gerard, the writer, is 
obviously lining up as No, 4. There is 
also a beautiful young man, Herman 
(Thom Hoffman), that the writer 
(named after the original novelist, 
Gerard Reve) hopes to seduce via the 
beautician.
Gerard is, of course, homosexual, 
but he managed to get it on with the 
mysterious Christine (Soutendijk). He 
does this rather well under the circum­
stances, I suggested to Verhoeven. 
“ Gerard’s a writer. He has a lot of 
imagination: he’s looking at the mirror 
behind her, and her back is just a back. 
It has no breasts, so he can project a 
male image. It’s a strange situation. 
But I think erotic situations — sexual 
relations — are very interesting. I 
don’t consider sex the main thing in 
life, of course, but it’s a real possibility 
for expressing yourself. And I’m 
always amazed that people fucking 
each other in films is so completely 
boring.” To remove all traces of 
boredom from the film, Gerard cele­
brates orgasm with a cry of “Through 
Mary to Jesus!”
The other important element in The 
Fourth Man — the occult — fits very 
well with the way Verhoeven makes his
films. Like a latterday surrealist, his 
best effects are produced by the 
unstressed juxtaposition of elements 
one would not expect to find in the 
same film, let alone the same shot. 
Indeed, Verhoeven’s refusal to tie 
together the loose ends was the direct 
cause of a number of critics dismissing 
Spetters. “ What we wanted to do,” he 
says, “was indicate moments — not 
give the psychological developments 
behind them, but just say ‘Pak! Pak! 
Pak! There it is!’ If you’re interested, 
you can find out what’s behind it. If 
you think it’s superficial, just take it as 
superficial.”
In The Fourth Man, the occult 
scenes — basically premonitions of 
disaster — are treated in the same way: 
they are as much a part of the film as 
the more obviously ‘realistic’ sex. 
“ Gerard fulfils his own projections,” 
says Verhoeven. “ He has some tele­
pathic or prophetic powers: that’s a 
normal thing. I accept that a guy has 
some ideas of the future, although I 
think these things are still vague and 
can be changed. But I doifJ believe in 
the occult: I believe in science, and I 
think these things are science.”
Science plays a strong role in Flesh 
and Blood, too. The film combines a 
fairly standard polarization between 
medieval superstition and the advance 
of medical science, with an abruptly 
contradictory stress on mystical 
powers, like that endowed on the 
statue of St Martin by the central char­
acter, a soldier of fortune also called 
Martin, and played by Rutger Hauer. 
Flesh and Blood is a project that 
Verhoeven and his regular writer, 
Gerard Soeteman, have been trying to 
set up for some considerable time. 
“We had to make the other feature 
films to make Flesh and Blood: that 
was our original project,” he says. 
“ There was Gerard and me and Gijs 
Verslijs, who was executive producer 
on Soldier of Orange and Spetters. 
These three people have been on the 
project for ten years. Gerard was the 
one who asked me to write a first 
outline in 1971: we’d just done this 
television serial, which was also 
medieval, but in the form of family 
entertainment. Then, in 1980, after 
Spetters, we went to the United States. 
We presented the project, which was 
only an outline at the time. The Ladd 
Company wanted to do it, so they gave 
us the money to write the script. We 
worked on that script for more than a 
year, but finally they decided not to do 
it. So, I’d already lost a whole year. 
Then it was with quite a few other 
companies before Orion took it. And it 
was the same thing all over again: a lot 
of actors I sent the script to sent it back 
saying they didn’t want to work with
Top, making war, not love: Rutger Hauer 
and his men in Flesh and Blood. Above, 
Jeroen Krabbe (right) as Gerard, wanting to 
make love not war with Herman (Thom 
Hoffman) in The Fourth Man.
this pornographic material. Now, it’s a 
very open and explicit film, but it’s not 
pornographic. As I said, I ’m interested 
in sexual things: I think it’s a very 
interesting part of life, and that you 
can express a lot of human feelings by 
showing how people do it.”
In Flesh and Blood, a multi-national 
cast — Verhoeven’s long-time 
associate, Rutger Hauer, who has 
appeared in most of his films and owes 
much of his initial fame to a 
Verhoeven TV series; Australia’s Jack 
Thompson and Tom Burlinson, and a 
number of British and Spanish 
supporting players — ‘do it’ quite 
frequently. But the film is mainly 
about the two things that its title 
mentions; and, if Verhoeven had diffi­
culties in Holland, Hollywood was not 
entirely plain-sailing either. At times 
there are signs of the underside of the 
greater financial and artistic ‘freedom’ 
Verhoeven has long been craving — a 
chance to ‘go Hollywood’, without 
having to account for himself to Dutch 
government committees — beginning 
to exert itself: if anything, Flesh and 
Blood lacks the freedom of the earlier 
films. “You can almost feel the hands 
pulling him back,” as a long-time
associate put it. But it is far from the 
“ slow-moving cam era” of the 
European art film — even the slow- 
moving camera of The Fourth Man — 
and it has about it a reckless energy 
that  signals Verhoeven’s still 
unrealized promise as a maker of big 
films.
“ I still think you have to describe 
emotions in film by movement,” he 
says. “ You know that beautiful 
American author, James M. Cain? All 
his life, he had the same problem: they 
considered him just as a writer of 
thrillers. He refused to write as an 
‘artist’: he wanted to use the thriller 
form. You have to be honest with 
yourself, and I’m sure that, the more 
you think about art, the less art you 
make. Whether Turkish Delight or 
Flesh and Blood have something to do 
with art, I don’t care. But I care if the 
film is still interesting in twenty years 
— that, for me, is the only criterion. If 
it’s still interesting in ten, twenty, 
thirty years, then the film has some 
power. It’s part of the culture.
“ I think, too, that the chariot races 
in Ben Hur are art. I consider The 
Seventh Seal to be a beautiful film. 
But, if I were asked, ‘What do you 
consider the better cinematographic 
art, the chariot race in Ben Hur or The 
Seventh Seal?’, I would hesitate a long 
time, but I think I would prefer the 
chariot race. Because that’s cinema to 
me.” ★
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By now, cinema audiences have got pretty used to the idea 
that a man can fly. Reindeer, however, are another matter: to 
date, their aerial antics have been confined to Christmas 
cards. This year, though, Santa and his sleigh-team are well 
and truly airborne. Nick Roddick went to Pinewood studios, 
near London, to meet the man who did it: Derek Meddings, 
who, in his time, has helped Dracula rise from the grave, 
made Thunderbirds’ Lady Penelope mobile, and made it 
possible for assorted superpersons to do their heroic stuff.
Derek Meddings
Though he has been in the film 
business for nigh on 30 years, has won 
an Oscar — for Superman the Movie 
in 1979 — and has a permanent office 
(or at any rate shed) at Pinewood, 
Derek Meddings is scarcely a house­
hold name, even in households in 
which cinema is a regular topic of 
conversation. Only for avid readers of 
that obsessive bible for the special 
effects buff, Cinefantastique, is his 
name really one to conjure with. A 
quick scan through the indexes of 
books on the British cinema — even 
specialist works like David Pirie’s A 
Heritage o f Horror or that author­
itative (if rather tacky-looking) history 
of Hammer Films, The House o f 
Horror — reveals no entry under Med­
dings. Lots of directors, a few actors, 
even the occasional writer — but no 
special effects people, not even 
Meddings’s mentor, the brilliant father 
of British string-and-sealing-wax 
effects, Les Bowie.
Film history is slow to admit its 
artisans, preferring the more familiar 
world of artists, even when dealing 
with such works of craft as the 
Hammer horror films, for which 
Bowie and Meddings provided much 
of the horror. “ Les was a fantastic 
artist,” says Meddings, “ and he 
always wanted to do all the effects on a 
film. If it hadn’t been for Les, the 
Hammer films would all have ended 
up with ‘U’ certificates” — the old­
style British classification for general- 
audience films — “ and there would 
have been no horror.”
Though he started as a matte artist, 
doing Transylvanian hills and lowering 
mountain-top castles, Meddings soon 
graduated to other, more ‘modern’ 
forms of special effects. And the 
reason you should know him, if not his 
name, is that it was Derek Meddings 
who propelled Lady Penelope and 
Parker through scale-model country 
lanes, around miniaturized cities and 
through various bits of space in 
Thunderbirds, orchestrated encounters 
between evil supertankers and a natty 
underwater Lotus coupé in The Spy 
Who Loved Me (1977), and made 
Superman fly (for which he won his 
Oscar).
Meddings’s speciality is miniatures, 
and his shed at Pinewood is a mixture 
of an Aladdin’s cave and a do-it- 
yourself nut’s den, where lathes and 
precision-engineering equipment vie 
for the fairly limited space with little 
rubber frogmen (stars of the Bond 
movie), working models of the glaive 
used to such great effect everywhere 
but at the box office for Krull (1983), 
and pictures of reindeer. The reason 
for the reindeer is that Meddings has 
recently finished work on his biggest- 
budget and, in many ways, most chal­
lenging assignment, Santa Claus The 
Movie, on which the Salkinds, Alex­
ander and Ilya, keep telling anyone 
who’ll listen that they spent $US50 
million. Quite a bit of it was spent by 
Derek Meddings.
The most striking thing about Derek 
Meddings and his shed, given the films 
on which he has worked, is how 
definitely low-tech they both are. 
Because Meddings belongs to what one 
might call the ‘old guard’ of the special 
effects world. Like Les Bowie’s, his 
effects are the sort you can walk up to, 
tighten up and give a proprietorial pat, 
not the kind that get programmed into 
computers and come out (hopefully) 
months later, long after the main unit
Ready for lift-off: David Huddleston 
(opposite) with the reindeer that set Derek 
Meddings his biggest problem to date.
has packed up and moved on to 
another picture. “ Les was one of the 
old school,” explains Meddings, “who 
believed in making things out of string 
and sealing wax or whatever. And they 
worked! We’re still doing a lot of these 
things now. I would prefer to do it that 
way than get some complicated piece 
of machinery which, when it goes 
wrong, you take off the back and you 
don’t know what the problem is: it’s 
all transistors and microchips and god 
knows what. At least we used to open 
it up and say, ‘It doesn’t work because 
the elastic band’s broken’.
This is not to suggest that the result 
is in any way amateurish — a word 
that clearly doesn’t belong in the same 
sentence as the Superman films — but 
to clarify the area in which Meddings 
works: models and miniatures. “ I’ve 
always tried to do wind-backs in the 
camera. That means a little more time 
but, in the end, I think it’s more 
successful. I would much rather put 
something up on the screen that you 
can see in rushes the following day. 
You at least know then whether it’s 
worked or not, and you have a chance 
to do it again. I like to have finished a 
film knowing it’s all been put together 
and it looks great.”
Though nowadays he uses state-of- 
the-art equipment like computerized 
motion-control cameras — and 
winkled one out of the Salkinds, who 
didn’t see why he should need one for 
Santa if he didn’t for Superman — his 
experience was gained very much in the 
pre-computer era. “ I first met Les by 
accident,” he says. “ He was a matte 
artist; I’d been trained as an artist and 
I wanted to do matte” — the painted 
glass plates that were placed between 
the camera and the set, to add a dimen­
sion or an element that wasn’t really 
there. “ In those days, matte paintings 
cost £100, and they used to have a fit 
about the cost. Nowadays, of course, 
they’ll spend $20,000 on a single
Santa’s little helpers: Paul Wilson, Arthur 
Ibbetson, Derek Meddings and Derek 
Cracknell, in front o f the model elf village.
painting; it’s become very sophis­
ticated, but it’s still down to a good 
matte artist.
“ I was assisting Les doing that, and 
it was a very satisfying feeling, when 
the film was put together and there was 
Transylvania, and there was no way 
you could tell it hadn’t been shot there. 
But, at that particular time, a picture 
would have one matte shot in it 
because they’d done a scene and there 
were electricity pylons they hadn’t 
noticed. Well, it wasn’t quite as hap­
hazard as that, but it felt at the time as 
though we were an evil necessity in the 
film business. We weren’t given too 
much thought: we were a damn 
nuisance who had to be called in to 
save something.”
One of Meddings’s most memorable 
set of films — his work with the 
pioneer puppet animators, Sylvia and 
Gerry Anderson — came about almost 
by accident. But it was to result in 
work which put him firmly in the cult 
category: on a slightly smaller scale, 
but with just as much passion, the 
aficionados of Fireball XL5, Four 
Feather Falls and Thunderbirds meet 
for annual conventions and badge­
swapping just like the Trekkies and the 
Doctor Who fans. Bowie went off on 
location, and Anglo-Scottish Pictures 
— the Andersons’ company — asked 
Meddings to work for them. “ Les 
didn’t want to get involved in weekend 
and evening work, so he just pointed at 
me and said, ‘He’ll do it!’ So I’d do 
my day job at Shepperton, then grab 
my little tin of sandwiches and go 
down to Maidenhead and work until 
about two in the morning, then drive 
all the way home and be back in the 
morning at my job at Shepperton. It 
was moonlighting, really. Eventually, 
they said, ‘Come and join us: we’re
going to do a big series’. I was there 
about ten years, and designed all the 
Thunderbirds.”
As early-morning TV viewers in 
Australia will know — and a lot of 
others will remember — Thunderbirds 
was characterized by an extraordinary 
attention to detail. If someone has to 
go from point A tqjpoint B, it’s not 
just a leaving-and^arriving shot: they 
go through a goocl half dozen sub­
sidiary sets on the way, just like they 
do in real films. “ I know, I know,” 
says Meddings. “We went balmy. It 
was a great time for myself and a lot of 
these chaps that are now in the 
industry in a similar position to 
myself, because we had a totally free 
hand. I read the script, talked to the 
director, and we tried to be as 
ambitious as we possibly could. I 
suppose we had to be young and stupid 
to do the sort of work we did. We had 
ten days to complete something like 
200 special effects. Eventually, I ended 
up with three stages, and I looked after 
one stage and kept an eye on the other 
two. If a car went down a road and 
over a bump, it was sprung, so it didn’t 
jiggle. We went to a lot of trouble with 
things like that, to make it as con­
vincing as possible: in lots of ways, 
there are few things in that programme 
that have been bettered. But we used to 
work like slaves.”
At the end of the ten-year span, 
Gerry Anderson wanted to move on to 
live people, which he did with an 
impres s ive  but  co mmercia l ly  
unsuccessful film called Doppel­
gänger, a 1969 space movie directed by 
Robert Parrish. “ It was a very, very 
ambitious picture,” recalls Meddings, 
“ and people look at it nowadays and 
say it was fantastic. When it came out, 
though, it didn’t get the ratings. It was 
very well-made and I nearly won my 
first Oscar, but a picture called Mar­
ooned, with Gregory Peck, won it. 
They used a lot of stock footage,
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which annoyed us all. The director was 
furious: why should they win, when 
ours was all special effects?
“ That was the first picture I did 
totally on my own. Then we got into 
UFO, which was a live-action series. 
But then they decided there was no call 
for space pictures any more, so Lew 
Grade shut the whole thing down, and 
we were all out of work.” After that, 
Meddings went off to Denmark to 
make a film he prefers not to 
remember, which was called The First 
of January at the time, and was 
released as Zero Population Growth 
(1971): “ a total disaster — lousy 
script, badly directed, everything went 
wrong with it. At the time, I thought 
the special effects were great, but 
they’ve got to be the worst effects I’ve 
ever seen.”
A spell at Bray doing underwater 
effects, and Meddings moved onto the 
first of his Bond movies, Live and Let 
Die (1973), which moved his model 
work into more sophisticated domains.
“ Nowadays, you take the 
back off, and you don’t 
know what the problem is: 
it’s all transistors and 
microchips and god knows 
what. At least we used to 
open it up and say, ‘It 
doesn’t work because the 
elastic band’s broken’ ’’
His favourite sequence was blowing up 
Corfu harbour, and he plays with the 
model frogman, gliding it just above 
the level of the work-bench, as he 
describes it. “ They were great pictures 
to work on, but you can’t carry on 
with it. If you can do a Bond, finish it, 
start another, that’s fine. But there 
always comes a time when you’ve got 
to do another picture to survive, and 
they start a Bond and you can’t do it.”
Since his last Bond — For Your Eyes 
Only (1981) — and even before it, 
Meddings has worked in association 
with the Salkinds, a relationship which 
has, so far, lasted for five movies: the 
three Supermans, Supergirl and now 
Santa Claus, on which he spent a year 
and a half. Discussion of his achieve­
ments is slightly stymied by the fact 
that, when we spoke (in early 
October), he hadn’t seen the com­
pleted picture — something which 
turns out to be a policy decision: “ I 
deliberately didn’t want to see it until it 
was finished. I wanted to see it with a 
human audience, not film tech­
nicians.”
If some of the effects are refine­
ments on things he’s done before — 
the toy car, bearing (supposedly) 
Dudley Moore, that flies above New 
York, follows a flight path blazed by 
Christopher Reeve — there was one 
completely new challenge: making the 
reindeer fly. He had presumably had 
some practice, with the Fire Mares in 
Krull — a film which counts as one of 
his major disappointments. “ It’s only 
my opinion,” he says with his 
customary caution, “ but I didn’t like 
the first script all that much. I think 
there were about ten and, during that 
time, Peter Yates had one of them re­
written, and it was very, very good — 
there was a lot of excitement and a lot 
of humour. But the company putting 
up the money decided they liked the 
first script, so we went back to it. 
Somewhere along the line, the film 
went to pieces.”
Whether Santa Claus will go to 
pieces, it’s too soon to know. It’s not 
what one expects from a $50-million 
movie: less an epic than a warm little 
film, more full of ‘Aaaah!’ than 
‘O o ooh!’ The flying reindeer, 
however, are something else. And, 
when one comes to consider the nature 
of the problem — eight reindeer, with 
thirty-two feet and several hundred 
antler points, not to mention a fat little 
man on an ornate sledge, all to be 
made to prance convincingly across the 
sky and, for afters, to fly under one of 
the bridges on New York’s East River 
— the results are pretty close to 
miraculous.
“ I suppose,” says Meddings, “ I was
getting away from the normal run of 
pictures I make, which are crash-bang- 
wallop jobs. This one is supposed to 
look pretty and romantic — or fairy­
tale, I suppose. The big problem was 
getting the reindeer to go up convin­
cingly through the sky. There’s a 
mixture of everything in that — real 
reindeer, models, full-size models. But 
the majority of shots we’ve done as 
models, because you couldn’t have 
done it any other way: reindeer do not 
fly. When I started the picture, I was 
very, very worried about how we were 
going to make it convincing. And, I 
need hardly add, so were the director 
and the producers. They were even in a 
panic about it.
“ You’ve got to make the reindeer 
look as if they’re alive. Superman was 
alive. And, when you stuck him up on 
a pole arm and the background 
moved, he only had to move his head 
and smile, and everybody knew it was 
the real Superman. Reindeer don’t 
smile. They move their heads, but 
you’ve got to get them to do it in a 
correct, animal-like manner.”
Under strict instructions from the 
Salkinds, who obviously don’t want to 
go down in history as the men who 
blew the gaff on Santa in a big way, 
Meddings will not disclose the precise 
details of how he did it. But he used 
most of the techniques known to 
(special effects) man. Especially 
important were front projection and a 
motion-control camera.
“ For front projection, the screen 
has a highly reflective surface — the 
same material that street signs are 
made out of. The picture is projected 
onto that and, because of the reflective 
surface, you get a very, very bright 
picture, and a lot of light coming back. 
But there’s not enough light from the 
projector so, although it puts the 
picture over the artists, it would never 
register on them. The actor creates a 
shadow on the background — on the 
screen. When they are in front of it, 
they mask that shadow — but only 
when the camera and the projector are 
perfectly aligned.
“With a motion-control camera, 
very simply, what happens is, if you’ve 
got something that’s supposed to be 
flying, it will make a move, and the 
camera will also do a movement, and 
you get the impression of flight. The 
camera will track in and then swing 
off, and it will look as though the 
sleigh has flown towards you and gone 
out of picture. But, in actual fact, it 
will be in a static position, and part of 
the movement will be created by a 
motion-controlled arm, which will 
make the sleigh turn or bank, but the 
forward movement will be created by 
the camera tracking in. It’s all 
computer-controlled, which means 
that you can push a button, and the 
camera goes back to the start position, 
the sleigh goes back to the start 
position and, when you see the two 
pieces of film put together, you would 
never know it had been done by two 
separate movements. You can wind the 
film back and start again, and it will 
put it all in exactly the same position.”
For all his reliance on the string-and- 
sealing-wax approach, Meddings has 
enthusiastically embraced the motion­
control camera. “ We can’t fool the 
audience any more — in my opinion, 
anyway: people are so aware now. 
They’re all armchair critics. They can 
sit there and watch films on television, 
and because television is now so good, 
you can’t hang strings and say, ‘Well, 
they’ll never see it’.”
Unlike, say, Douglas Trumbull, 
however, who recently developed a
whole new camera system called Show­
Scan, Meddings is not interested in 
building his own camera equipment. 
“ I’m really a visual person,” he says. 
“ I know Doug, and I think he’s a very, 
very talented person. I wouldn’t even 
put myself in the same class as Doug 
Trumbull — shouldn’t say that, really, 
should I? Probably doing myself out 
of a job! But he is a very, very talented 
lad, and because his dad is also an 
excellent camera mechanic, the two of 
them have this love of cameras. For 
me, cameras have got to be a tool 
to do the job. You mustn’t treat them 
like little gods. If you want to hang 
them upside down on a piece of string, 
you’ve got to be able to do it.”
If there is one real sense of frustra­
tion he does feel, however, it is at the 
lack of continuity in the UK, which 
affects both work and equipment. 
Since Santa Claus, Meddings has 
worked on Spies Like Us, and was all 
set to go into the sequel to Winds of 
War, called War and Remembrance. 
“ This was going to be an epic,” he 
remarks, “ and I was being pressured 
to finish what I was doing. Eventually,
“ For me, cameras have 
got to he a tool to do the 
job. You mustn’t treat 
them like little gods. If 
you want to hang them 
upside down on a piece of 
string, you’ve got to be 
able to do it’’
I did, and for seven weeks I worked on 
War and Remembrance. Then, last 
week, I was called to the States to 
discuss the budget and how we were 
going to go about doing all these shots, 
and within three days, my side of it 
had been put back one year, so now 
I’m out of work. I’m panicking. I 
turned down Little Shop of Horrors to 
do the Winds of War thing, because 
they seemed to be very, very keen and 
it was a big project and I’ve just 
bought another house . . .! So, as of 
this moment, I’m unemployed!”
The other thing that worries him is 
that the motion-control equipment he 
persuaded the Salkinds to get for Santa 
Claus is lying idle. “ It’s all stored 
away in a box somewhere. It frightens 
me, because in America, with the 
studios, if you can convince them, they 
will get all this equipment, and it 
remains in a studio complex. Every 
time I start a picture, I have an empty 
stage, and we have to spend quite a few 
months getting all the bits and pieces 
together. You know, Roy Fields” — 
the optical effects specialist, who 
shared Meddings’s Superman Oscar — 
“ has a set-up here he has struggled and 
fought hard to get. He has two optical 
printers, but he’s squashed into such a 
tiny little area — he really needs to 
expand. There are very few people that 
are prepared to finance something like 
that. In all the years I’ve been in the 
industry, the Americans have paid my 
salary: I’ve only done five totally 
British pictures. And yet, it’s a shame, 
because all the technicians are still 
here, and thank god the Americans 
still .bring films here to be made. I 
think it’s because of our expertise — 
and also because we’re a little bit 
cheaper.” ★
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INDEPENDENT FILM MAKERS’ FUND
The Independent Film Makers’ Fund is a special fund provided by the 
State Government through the Victorian Ministry for the Arts and 
administered by Film Victoria. The fund is set up to provide finance for a 
limited number of short films of high innovative and creative potential 
which will develop the talents and skills of Victorian film makers who can 
demonstrate that they could make a substantial contribution to the 
Victorian film industry in the future.
The fund can be reasonably flexible in its finance arrangements, but is 
specifically seeking those film makers working in narrative or documentary 
cinema or video who have displayed potential and whose film making 
career will be assisted by having the opportunity to further express their 
talents.
It is hoped that films or tapes, financed by the fund, will have some sales 
potential and appeal to a market which includes conventional forms of 
exhibition (broadcast TV, film festivals etc.).
The fund is, in the first instance, aimed at developing directorial talent, 
however people with proven skills in other areas (for instance cinemato­
graphers or writers) may apply.
The financial limits of the fund will dictate that the films financed would 
normally be expected to be of 30 or 60 minutes duration. It is not intended 
that the fund be a low budget first feature fund, nor will it provide 
assistance to highly experimental avant-garde works.
Applicants to the fund will be required to submit a script, budget and 
proposal for financing (if finance other than that provided by the fund is 
envisaged). .
Only applicants from Victoria who can display skills and potential which 
could benefit the Victorian industry in the future should apply.
Applications close 27th January, 1986. For further detailed guidelines 
and application forms contact:
Kerrie McGovan,
Project Officer (Creative and 
Cultural Development),
Film Victoria,
409 King Street,
Melbourne, Vic., 3000.
Phone (03) 329 7033
Film Victoria
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Putting the 
business 
in showbusiness
Since George Lucas pioneered new territories for movie 
merchandizing with Star Wars, an industry has flourished with 
tie-ins to box-office hits. Whether it’s cuddly toys, Rambo 
knives or intergalactic bubble-gum, a product will be 
embraced if the campaign is properly planned and the film is 
a success. Peter Schmideg looks at the local and international 
evolution of the phenomenon, and at some of the basic rules 
for a strategic assault on the marketplace.
July 1977. Just two months ago, Star 
Wars was premiered in Hollywood. By 
now, the film has recouped its entire 
production and promotion cost. That 
fact alone is incredible enough. But 
what is even more impressive is that, 
during these embryonic stages of the 
Star Wars hysteria, over $100,000 
worth of tee-shirts and $260,000 worth 
of intergalactic bubble-gum have been 
sold.
Today, we are used to the hundreds 
of products that accompany any major 
movie. In fact, we expect it: Who can 
forget the merchandizing mania that 
accom panied E.T. The Extra­
terrestrial? I was working in London at 
the time, and you could barely walk a 
block without seeing a tee-shirt, a 
game, some bubble-gum or an E.T. 
mask. A popular E.T. toy was one 
which had an illuminated digit 
pointing ‘hoooome’.
It was George Lucas who really 
seized on the enormous potential of 
merchandizing, to the extent that one 
could almost argue that his sequels 
were really a way of merchandizing the 
original Star Wars ad infinitum. The 
stores were choked with intergalactic 
flotsam and jetsam: models of the 
‘Millenium Falcon’, R2-D2s, C3POs, 
Wookies and, of course, Darth Vader 
masks and light swords. Whatever 
could be plastered onto a tee-shirt, 
moulded and mass-produced in 
plastic, put in a book or on a record, 
photographed or postered, chewed, 
licked or sucked, was done for Star 
Wars on an enormous scale. The 
Dream Factory had gone into 
secondary mass-production.
But, what comes first, the merchan­
dizing or the film? Take the Ewoks — 
cute cuddly little things that are a cross
You’ve seen the movie, now wear it: some o f  
the consumer durables — from  Goonies 
Band-Aids to Mad Max tee-shirts to Rambo 
knives to James Bond underpants — 
handled this year by Gaffney International.
between a koala and a teddy bear. 
These appealing little creatures that 
everyone would like to have as a pet 
(they were all house- and galaxy- 
trained) first appeared in Return of the 
Jedi. They were perfectly suited to 
merchandizing, so naturally they got 
their own movie. Again part of a 
series, it was called Caravan of 
Courage — An Ewok Adventure. 
Invent a cute character, guest star it in 
your next movie, gauge audience 
reaction and, before you can say 
‘money’, they’re being churned out in 
Taiwan and their own movie is in pre­
production.
Other films, like the Star Trek 
series, weren’t quite so successful with 
their merchandizing. Naturally, suc­
cess with the spin-off depends on the 
success of the film, and not all films 
are suitable targets for merchandizing: 
the mind boggles when you contem­
plate merchandizing ideas for a film 
such as The Black Hole, and there’s 
probably not an enormous untapped 
market out there for toy camels with 
the words Burke & Wills emblazoned 
on them.
Another thing you need (and plenty 
of it) is confidence. A lot of people are 
committing a small fortune to your 
film. A lot of people will also be 
buying expensive licensing agreements 
from you. Factories will be tooling up 
and making moulds, designers will be 
putting together colourful boxes for 
your toys, games, puzzles and books. 
All these people are waiting — depend­
ing — on your film to be a hit.
In Australia, things don’t really 
happen on quite such a large scale, but 
we do have our merchandizing success 
stories. Man From Snowy River for 
example, was the largest grossing 
movie in Australia’s cinematic history, 
until E.T. tipped it off the winner’s 
podium. It was also an incredible suc­
cess story from a merchandizing point- 
of-view.
Fred Gaffney of Gaffney Inter­
national Licensing, based in Mel­
bourne, handled the merchandizing of 
Snowy River and Phar Lap. He claims 
that together, those two films repre­
sented about $50 million in retail sales. 
Snowy River cost in the vicinity of 
$7 million, with an advertising budget 
of $400,000. According to Gaffney, 
merchandizing added another $30 
million to its overall promotion. There 
were ten different publications, from 
colouring and activity books through 
to history books. There was an album 
and a single, jeans, jackets, hats, 
greeting cards, puzzles and games as 
well as a tie-in with Kellogs. Mitsubishi 
used the film in conjunction with a 
launch of its new Colt range of cars, 
and the Government also chipped in 
with a ‘Keep Oz Beautiful’ campaign 
using Jack Thompson and footage 
from the film.
Fred Gaffney believes that cross- 
promoting a film into and onto any­
thing is as important as the right script, 
and that getting the licensing right is as 
important as getting the film right. In 
Australia, however, Gaffney claims 
that this side of the film business has 
dwindled, and that there is a lack of 
co-operation from production com­
panies and producers. Merchandizing 
just doesn’t have the same sort of 
credibility here as it does in the States. 
“We don’t treat selling as seriously.” 
Gaffney also points out the indisput­
able correlation between the top­
grossing films of all time, and the fact 
that all, without exception, were 
heavily merchandized. Merchandizing 
doesn’t guarantee success, but it does 
get your film into environments that 
advertising and promotion can’t reach.
At one stage merchandizing was new 
and exciting. Just imagine being there 
when the very first tee-shirt with a 
movie logo came out. Imagine seeing 
the very first ‘book of the film’ or 
your first bit of Disney memorabilia. It 
was a thrill, it was new, different. . .  it 
did send our imagination reeling. But 
today, we seem somehow to be like a 
record stylus stuck in the same groove, 
churning out the same message. We 
are not pushing back the boundaries 
far enough.
In the seventies, for instance, we wit­
nessed a fascinating marketing pheno­
menon — the merchandizing of a city 
in the T (heart) NY’ campaign. It has 
been copied ad infinitum, the motif 
has been used for countless other 
products, because that is exactly what 
New York became: a product that 
could be gift-wrapped and carried 
away with you.
Sandra Gross of Yoram Gross Films 
is involved (via Gaffney) with the mer­
chandizing of Dot and the Kangaroo, 
with soft toys, flick-books, activity 
books, tee-shirts, badges, stationery 
and even a restaurant menu. The 
characters have also been used on 
records and videos and in audio cass- 
ette/book combination. Like Gaffney, 
Gross is adamant that we are not 
taking merchandizing seriously 
enough. “They don’t look beyond the 
soundtrack and book,” she claims. 
Gross attended the one-week Inter­
national Licensing convention in New 
York city recently. Exhibitors were 
showing their wares, offering mer- 
chandizable properties to all comers, 
including the film industry. The 
Muppets were there, Disney characters 
were there, the Pink Panther was there 
and dozens of other characters that 
were available for licensing deals in 
other countries. According to Gross 
the most popular and suitable charac­
ters for merchandizing have been 
animated or drawn ones, because they 
are easily adaptable for printed media:
take Garfield and Snoopy. With Dot 
and the Kangaroo, Sandra Gross is out 
to create a national children’s charac­
ter. It has a life and value well beyond 
the film, and the characters are strong 
enough to survive alone. And she has 
already cracked the lucrative US 
market with Dot.
A Sydney company, Yaffa Darling­
ton, have been handling the merchan­
dizing of films such as Return of the 
Jedi, Dune, Ghostbusters and most 
recently, Santa Claus The Movie. 
According to Yaffa Darlington’s Chris 
Lockhart, perhaps the most unusual 
cross-promotion was with a dog food 
manufacturer and Jedi.
Nouveau International, who are 
now moving out of the volatile mer­
chandizing area, looked after some 
Star Wars products, in the form of 
towels, sheets and pillow cases.
Gaffney, who is now in the throes of 
merchandizing the latest Bond film as 
well as Rambo and Mad Max, believes 
in long-term planning as the secret to 
successful merchandizing. Time and 
time again, he says, producers ask him 
to get involved with films that are due 
for release in three months’ time. But, 
by then, it is too late to cast the mer­
chandizing net far enough: an average 
lead time is about eighteen months, 
which allows time for the creation and 
development of various product lines 
and plenty of time for the major retail 
outlets to order and stock your 
products. All of this takes time and 
planning, insists Gaffney.
Currently, people are lashing out, 
because there isn’t enough effort put 
into this aspect of the film industry. 
“ Investors should demand more of a 
film,” he says. “They should find out 
what sort of merchandizing is being 
planned. If more producers under­
stood merchandizing here, they would 
see the benefits of getting involved.”
Perhaps the greatest merchandizer 
and packager of all time was Walt 
Disney. Mickey Mouse is about as 
famous as Coca-Cola and seen in 
about as many countries. Mickey 
became the logo for the Disney Empire 
and, today, Disney characters can be 
seen in any large retail store. Their 
products have a longer- life-span than 
film off-shoots, because they came 
from a more enduring source than a 
single motion-picture. Film merchan­
dizing at its peak is dependent on the 
film for survival. When the film is 
gone, sales trickle to almost nothing. 
There are, of course, exceptions; but, 
generally, film merchandizing rides 
high on the crest of the wave created 
by the film. Once the wave runs out of 
energy, you’re left high and dry. 
That’s why timing is absolutely vital: 
this year’s hot merchandizing property 
is next year’s collector’s piece of movie 
memorabilia. The Stars Wars tee-shirts 
have all faded, E.T.’s finger no longer 
points to the heavens, and the 
Gremlins are already looking a bit 
dusty and worse for wear on top 
shelves and at the back of cupboards. 
The film gives these products life: it’s 
as simple as that.
The final message from the people 
who are putting the business onto 
‘show business’ is that they should be 
consulted as soon as possible, even at 
scripting stage. They can evaluate the 
merchandizing potential of the film 
and, if there is something marketable, 
they can get to work on it immediately. 
But they need three key ingredients: a 
merchandizable entity, money and 
time (not necessarily in that order). “ If 
the film’s release is timed well, and it’s 
the right property,” says Gaffney 
“you can make a million just by selling 
tee-shirts . . . ” ★
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24 track recorder
Necam 11 Computer Mixdown system 
Q-lock Vision-to-Sound Synchroniser 
16/17.5/35M.M. Sprocket Record/Piayback
3>500 sq. ft. sound stage that accommodates a 120-piece orchestra 
Full Dolby noise reduction 
Complete sound mixing facility
Credits Include:
“The Flying Doctors5 1983 T.V. Series 
“Robbery Under Arms5 1984 Feature 
“The Henderson Kids" 1984 T.V. Series 
“Playing Beatie Bow" 1985 Feature 
“Butterfly Island" 1985 T.V. Series
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Available on
Cinema Stickers Puzzles
Video Soft Toys Stationery
Television Cassettes A ctiv ity  Books
Books T-Shirts Greeting Cards
Records Badges
Gaffney International Licensing
MOTION PICTURE SERVICES
SERVICE SPECIALIST 
• AATON • ARRIFLEX • BELL & HOWELL • C.P. •! 
• ECLAIR • CANON & ZEISS LENSES •
• CUSTOM MODIFICATIONS •
Lens collimation and repair facilities 
for all film and video lenses.
1st FLOOR, 29 COLLEGE ST 
GLADESVILLE NSW 2111 
PH: (02) 816 3371
TITLES
EFFECTS
MOTION PICTURE
and
AUDIO VISUAL
Shooting in — 
AIM AMORPHIC 
WIDE SCREEN 
TELEVISION
and all
A/V FORMATS
OPTICAL & GRAPHIC
[1982 ] PTY. LIMITED
110-112  W est Street,
[Corner Hayberry Street] 
Crows Nest, 
NSW, 2065 , Australia,
Phone
Telex
Fax
(02)  922-3144
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6 0
* 0
287 Clarendon Street 
South Melbourne, 3205 
Telephone: (03)699 5817
■ 'ir o ? A  1 HOUR PHOTO FINISHING 
FOR YOUR PRODUCTION STILLS
T c l e v ^ o n
Since it first came out in 1980, the Australian Motion Picture 
Year Book has been the one vital reference book on every 
Australian filmmaker’s bookshelf.
Now it has been updated in a new compact format — ideal for 
location and production office use — and is being published in 
conjunction with B.L. Kay Publishing of London, who bring out 
the internationally renowned Kay’s Production Manuals.
The new Cinema Papers Production Yearbook contains 
over 5,000 listings — including New Zealand as well as Australia
— and is being distributed internationally by Kay’s. Your listing
— or your advertisement — could be on the desk of every major 
film, video and television producer in the world.
The 1986 Production Yearbook is a pocket-sized mine of 
information on the Australasian film and video industry, with 
names and addresses of ail major production companies, rental 
and facility houses, TV station department heads and freelance 
professionals.
Forget the phone book: this is the one book you really need! 
Order now and get it for $19.95, instead of the cover price of 
$25.00.
Return this form to: Cinema Papers, 644 Victoria Street, North Melbourne, Victoria 3051
Please send me ____  copy/copies of the 1986 Cinema Papers Surnam e...
Production Yearbook at the special pre-publication price of $19.95................ First name.
□  I enclose a chèque made out to “ Cinéma Papers Production
Yearbook” Address
□  Please debit my B ankcard/M astercard
Com pany/Profession
Postcode
Bankcard No. □ □ □  Q Q  □ □ □  □ □ □ □ □ □  Telephone
Mastercard No.
Expires / / Date......................  TelexSignature
It was full of enthusiasm that a team of 
independent television journalists left 
Paris early in October to rendezvous 
with the Greenpeace flagship in the 
South Pacific. Sent by Gamma Tele­
vision, a small French video news 
agency, David Carr-Brown, Philip 
Brooks and Pierre Bourgeois (English, 
Australian and French respectively) 
returned from the experience more 
than a little sobered, but with their 
integrity at least intact. Although 
aware from the outset that the exped­
ition would not be all plain sailing, 
they had no reason to suspect that they 
would be the ones to bear the brunt of 
the only real battle that was to be 
waged at Mururoa. In the place of 
Greenpeace’s traditional stroppiness, 
the might of the entire French state 
was used to tip the balance in an 
already uneven match between a 
handful of ‘non-aligned’ reporters and 
a collection of ‘loyalist’ local auth­
orities.
Prior to the Mururoa protest, which 
had attracted universal attention as a 
result of the ‘Rainbow Warrior’ 
incident, the fledgling video agency 
had pulled off a triumphant deal with 
Greenpeace for exclusive coverage of 
the event, to be filmed from the 
vantage point of the protest vessel 
(Gamma had also offered a camera­
man for one of the French naval 
vessels, but this was turned down!).
Theirs would be the only chink in 
the news blackout, since such other 
independent reports as would come 
out of the area would be from the 
defence correspondents on board the 
French naval vessel, the ‘Balny’, which 
were telexed to Mururoa, then on to 
the Defence Department’s press service 
in Paris, where they were carefully 
vetted before being sent out to the 
correspondents’ respective news­
papers.
By proposing a sophisticated system 
for the rapid transmission of its 
images, Gamma succeeded in out­
bidding its main rival for the contract, 
Visnews, a semi-public British 
company. Guaranteeing worldwide 
distribution in a matter of hours, the 
prize-winning method consisted of 
installing a transmitter on board the 
boat to transfer the images to an over­
head plane, which was equipped with a 
special receiver. An editing crew on 
board the plane would preview the 
tape on the way back to Tahiti, from 
where it would be dispatched via a 
French channel on the Intelsat satellite 
to London. There, another Gamma 
team, working from the studios of 
World Television Network, would
carry out the final editing and feed the 
film into the global networks.
This procedure is not new — it was 
apparently first devised by French tele­
vision for the intermittent coverage of 
trans-Atlantic yacht races — but it is 
so costly that it is seldom used for the 
coverage of news events. During their 
earlier campaigns at Mururoa, Green­
peace have generally worked with 
Visnews, whose method was simply to 
have the videotapes picked up by a 
seaplane that landed next to the boat. 
In the event of rough seas or the hot 
pursuit of a French frigate, this some­
times proved to be an unrewarding 
manoeuvre.
Once Gamma had succeeded in con­
vincing Greenpeace of the superiority 
of their system, they then had to come 
up with an equally convincing sales 
plan. High-powered negotiations with 
television companies throughout the 
world bore remarkable fruit. The big 
North American news services, ABC, 
NBC, CBS and the cable network, 
CNN, agreed to form a pool for the 
purchase of a series of five documen­
taries at $US7,000 each ($4,000 for 
CNN). Other countries followed suit: 
the BBC, ITN and WTN in Britain, the 
ABC and TVNZ in Australasia, NHK 
in Japan, Berlusconi in Italy, some 
German and Spanish companies and, 
not to be left out, Antenne 2 and TF1 
in France.
In this way, $US100,000 was raised 
to kick off the SUS250,000-operation. 
Despite the enormous expense and the 
element of gamble involved, the 
chance to winkle their way into the 
competitive audio-visual news market 
was what prompted Gamma to play 
for such high stakes. With Greenpeace 
hitting the headlines as never before, 
the Mururoa campaign presented the 
young agency with just the scoop it 
needed to earn its international wings.
Encouraged by guarantees from 
Tele-Diffusion-France that there 
would be no interference with their 
transmissions, Gamma went ahead 
and booked an Intelsat channel, hired 
from Radio-France-Outremer in 
Tahiti. Thus reassured, the team of 
reporters had every reason to be 
confident. Probably their greatest 
worry before leaving for the South 
Seas was the rumoured apathy of 
Greenpeace. Were the battle-weary 
ecologists intimidated by the veritable 
French armada waiting for them at 
Mururoa, or were they simply 
u n mo v e d  by i t? Wo u l d  t he 
protagonists rise to the occasion as in 
the past, and provide the hoped-for 
spectacle for Gamma’s cameras?
As things turned out, events went 
anything but according to plan. “ I 
arrived in Tahiti ten days before the 
rest of the team,” recalls David Carr- 
Brown, “ to put petrol on the islands, 
to hire boats in the Marquesas, and to 
start relations with the French auth­
orities. I was dealing with the High 
Commissioner, the local authorities 
and the military! We were getting 
along quite well until Hernu” — the 
French Defence M inister, who 
resigned in the wake of the‘Rainbow 
Warrior’affair — “ got the axe, and 
then things started to deteriorate. The 
military stopped talking to me 
altogether, and there was a lot of 
tension with the High Commissioner 
and the local administration.” Carr- 
Brown has since discovered that all of 
this was calculated. From Paris, the 
explanation was that the problems 
Gamma was having were the fault of 
the local authorities. “ In reality,” he 
says, “ they were orchestrated by a 
20-man committee directed from the 
capital, presided over by the High 
Commissioner and composed of civil 
aviation authorities, customs officials, 
legal advisers, army staff and press 
officers — including Agence France 
Presse,with whom Gamma-TV have a 
partnership agreement.
“The first difficulties I ran into were 
with RFO” — the Tahiti satellite- 
operator — “who refused to grant us 
access to the satellite channel which 
WTN had booked for us from 
London. They told me I had to under­
stand they were a government organ­
ization, then a week later that I had to 
understand they were a private 
company and Gamma was com­
petition! I decided to by-pass RFO’s 
TV station and deal directly with TDF, 
who control the satellite station. TDF 
told me the station happened to be in a 
military zone, and that access to it 
couldn’t be given to civilians. I said I 
would supply my own transmission 
equipment, and send them a signal 
from outside the forbidden area. They 
then replied that this was not possible 
either, because TDF has the state 
monopoly on all television transmitted 
from French soil!
“ It was only when I had reached 
stalemate that the High Commissioner 
admitted he was under orders from 
Paris to refuse us satellite access. All 
the verbal assurances and double-talk 
up until now had been to string 
Gamma along, to ensure that nobody 
else would take our place. When 
Visnews and the Australian and New 
Zealand TV crews showed up in 
T ahiti, they were immediately
expelled. They had no visas, of course, 
but they would never have been 
granted them anyway.”
The next problem was hiring a boat. 
Attempts to rendezvous with the 
‘Greenpeace’ from the Marquesa 
islands were quashed because the local 
boat-owners were told they would need 
special permits to transport Gamma. 
Pressure was also put on the civil 
aviation operators at Papeete. Gamma 
was lucky enough to meet up with 
Michel Thion, who runs Tahiti 
Conquest Airlines. “ Initially,” says 
Carr-Brown, “ he was luke-warm 
about helping us, but when someone 
told him he should pretend his plane 
had broken down, he got so riled he 
came round! The same thing goes for 
his pilot, Jean Vallon, who was threat­
ened with having his licence revoked if 
he flew for us. But he did, and now he 
has the military on his back for flying 
below regulation civilian limits.
“ I also had contact with the Air 
New Zealand people — that was after I 
had been refused satellite access, and 
was faced with finding another way to 
get our films out of Tahiti. Unfortun­
ately, the director of ANZ in Papeete 
is also the Consul! He was sym­
pathetic, but he said that it was illegal 
for his crews to carry other people’s 
belongings. In fact, the political 
situation had got far too hot by then, 
since negotiations for the release of the 
‘Turenges’ were already under-way. 
Later, I did manage to persuade an 
ANZ pilot to transport one of our 
tapes, but his attempt got aborted, I’m 
not quite sure how. At the last minute, 
I got on the plane myself, took the tape 
all the way to Los Angeles, and came 
back on the same day.
“ After that, we got organized to 
send couriers to Auckland. There, Pat 
Plunkett and his team from TVNZ 
edited the film and sent it off to 
London. Even then, our troubles 
weren’t over. One time, I sent a French 
colleague to Auckland with a tape, via 
Rarotonga, where he got intercepted 
for illegal entry (he had no visa)! 
Before they deported him, he managed 
to put the cassette into the flight’s 
cargo, which meant that, when it 
arrived in Auckland, the TVNZ guys 
had a 24-hour hassle to get it out of 
customs.”
Gamma’s other big problem was 
getting to the ‘Greenpeace’. Having 
failed to connect from the Marquesas, 
the team went to nearby Nukutavake 
and asked the mayor for boats, saying 
they wanted to get to another island 25 
miles away. Considerably wiser by this 
time, they said nothing at all about
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Greenpeace. “That was the most spec­
tacular episode,”  recalls Philip 
Brooks. “ We set off in two tiny boats, 
hardly more than eighteen feet long, 
piloted by local men equipped with 
walkie-talkies, to keep in touch with 
the mayor. Once we were nine miles 
out and had lost sight of land, we 
asked them to head east, which is 
where we presumed the ‘Greenpeace’ 
was. They began to get edgy, because 
they were beginning to suspect what we 
were up to. At that stage, the ‘Green­
peace’ was about 25 miles away, and 
had to take the precaution of not 
coming too close to the twelve-mile 
limit. We weren’t getting very far with 
the boat crews, so we finally told them 
the real object of our mission, and they 
freaked out completely!
“The mayor ordered them back, but 
we managed to get them to stop once 
they were in sight of Nukutavake. 
There we waited, while a bizarre round 
of negotiations went on. We were in 
contact with the ‘Greenpeace’ crew, 
who relayed our messages to Gamma 
inParis.In turn, Gamma were in touch 
with the French Prime Minister’s 
office, who were in touch with the 
High Commissioner in Papeete, who 
was in touch with the mayor of Nuku­
tavake.
“The situation was finally resolved 
because the High Commissioner was 
confronted with a fait accompli: we 
were out there to rendezvous with the 
‘Greenpeace’, and everybody knew it. 
He eventually signalled the mayor to 
give the boats permission to advance 
slowly. At this point, we spotted two 
smoke-stacks on the horizon, but we 
didn’t know which was the ‘Green­
peace’ and which was the ‘Balny’, the 
French naval vessel. The ‘Greenpeace’ 
crew couldn’t give us their position, so 
we headed left anyway, and soon the 
‘Balny’ identified itself by heading 
towards us at full-steam to cut us off! 
At the prospect of a race with a naval 
frigate, the pilots of our boats 
miraculously snapped out of their 
indecision and sped for the ‘Green­
peace’! When we were 500 yards away, 
the ‘Greenpeace’ put out its inflatable 
dinghies, and we got all the material 
over. The ‘Balny’ got as close as 20 
yards before hoving to.”
“ The very next day,” adds Carr- 
Brown, “ the High Commissioner 
denied having played any part in the 
affair, and accused us of lying to the
Pie in the sky? This is how it should have 
worked, i f  the combined might o f the 
French state had not had its way.
In the aftermath of the sinking of the ‘Rainbow Warrior’, the 
presence of a Greenpeace vessel to protest against the 
French nuclear tests on Mururoa atoii looked like being one 
of the year’s top news stories. In fact, it turned out to be 
pretty much of a non-event, since the French effectively 
blocked all but the blandest of official reports: lots of 
pictures of President Mitterand standing under palm trees, 
but not much else. One small Paris TV news agency, Gamma 
Television, however, was determined to break the blackout, 
with an ingenious system for getting pictures from the 
‘Greenpeace’ onto the world’s TV screens in record time. But, 
as Belinda Meares reports, they came up againstthefull 
obstructionist might of the French state in their attempts to 
do so.
mayor of Nukutavake. But, by that 
stage, the 20-man committee in 
Papeete had devised another strategy 
for obstructing us. They sent a naval 
plane to intercept the signals we were 
sending from the boat to our own 
plane, which was obliged to fly at
4,000 feet, because of a rule pro­
hibiting civilian planes from flying any 
lower in the vicinity of military 
aircraft. They even invented a rumour 
about a damaged aerial, in case our 
pictures didn’t get out, as they hoped 
they wouldn’t. But we got round that 
problem by tabling a false flight plan 
at the airport. The naval aircraft 
would go out and circle around the 
‘Greenpeace’, while we stayed 
grounded at Tahiti, waiting for them 
to run out of fuel. As soon as they flew 
back, the way was clear for us to take 
off.”
But the Gamma team had its fuel 
problems, too. “ One of the first things 
I had done when I arrived down 
there,” says Carr-Brown, “ was to go 
round the islands and stockpile fuel for 
our planes. You know how vast the 
distances are in the Pacific. The 
High Commissioner’s ruse was to 
requisition our fuel for ‘medical 
purposes’, to prevent our getting from 
Tahiti to Mururoa and back again. But 
by flying loaded up with jerry cans of 
fuel, we managed it. However, this 
meant we ran the risk of explosion if 
we turned the heating on inside the 
plane, so the whole operation was 
carried out at 0°. And, every time we 
arrived back at the airport, the 
customs officers took our plane to 
bits: what should have been a four- 
and-a-half-hour expedition took up to 
twelve hours.”
Gamma’s problems didn’t end when 
they had their material on tape and 
ready to send: the fourth documentary
— which turned out to be the final one
— was confiscated because it 
contained footage of Tahitian separ­
atists who had gone out to meet the 
‘Greenpeace’ when it was off Tahiti.
“They said that we had exported the 
material illegally,” explains Carr- 
Brown, “ because the ‘Greenpeace’ 
was outside the twelve-mile limit. But 
the customs had initially cleared me: 
they had signed all the right forms 
when the counter-order came through 
from Gaston Flosse, President of the 
local Assembly. The equipment was 
costing us about $US3,500 a day to 
hire, so I immediately got in touch 
with Gamma in Paris, who told me to 
sit it out while they negotiated with the 
government authorities.
“ After five days, nothing had
happened, so I sued the customs 
myself in the local courts and won. 
They would have been obliged to pay a 
$6,000 daily fine had they kept the 
equipment, so they let it go. I put it on 
a UTA flight to Los Angeles, where it 
was supposed to be transferred to an 
Air France flight to Paris. But all 
thirteen cases went missing for another 
week somewhere en route. It finally 
turned up in Paris on 4 November.”
By the end of the operation, Gamma 
were $US100,000 out of pocket.“We 
should have broken even from the sale 
of the films,” says Carr-Brown, “ even 
though there were only four instead of 
five. We are bringing another court 
case against the local authorities, to 
recover our losses.” None the less, the 
Gamma team is pleased with its 
footage of the meeting between the 
Tahitian separatists and the ‘Green­
peace’, even if it won’t be shown in 
France, where TF1 and Antenne 2, 
who own the rights, have judged it 
“ uninteresting” . The French auth­
orities are doing their best to minimize 
the significance of the independence 
movement in Tahiti, and were petrified 
that, once the ‘Greenpeace’ had left 
Mururoa, it would go and stir up 
trouble in Tahiti — which was, appar­
ently, more or less the crew’s intention 
after the boat’s generator had broken 
down.
From Gamma’s point of view, the 
first pictures of the ‘Balny’ and the 
‘Greenpeace’ were well-received by the 
world networks, since they confirmed 
that the frigate was dogging the 
environmental vessel. The Japanese, 
though, were disappointed that the 
Gamma crew hadn’t got aboard from 
the Marquesas and started filming 
earlier. The other three films went 
down well, especially the last one, with 
the Tahitian separatists, led by Oscar 
Temaru, mayor of Faa. But Carr- 
Brown and Brooks are a little con­
cerned that, because so little has been 
reported of the barriers they faced, 
they were made to look like fools.
“ We had the whole French state 
mobilized,” says Brooks: “ everything 
was put in our way to obstruct us.” 
“ In fact,” adds Carr-Brown, “ the 
insidious kind of censorship we were 
subject to was much harder to deal 
with psychologically than the more 
classic kind of conflict. We’d feel 
better if people really understood what 
we were up against. We could have 
called the whole thing off — which is 
what we were meant to do, but we 
persisted, for professional reasons, 
and for the good name of Gamma, 
which is worth preserving. ” ^
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Bringing the world back home
Five years old in February, David Stratton’s movie seasons on 
SBS provide most of us with many of our opportunities to see 
foreign films. Stratton kicks off after Christmas with a new 
line-up, with films from 21 countries. Cinema Papers invited 
him to give us a preview.
The first ‘Movie of the Week’, which 
used to be called ‘A Whole World of 
Movies’, went to air on 1 February 
1981; the film was La dentelliere (The 
Lacemaker), in which Claude Goretta 
made Isabelle Huppert (who has just 
finished her first Australian film, 
Cactus, with Paul Cox) famous. For a 
while, the programme was shown on 
Sunday evenings. Then, at the begin­
ning of 1983, we moved to Mondays 
and, at the same time, introduced a 
second programme, ‘Cinema Classics’ 
— which, coincidentally, also began 
on 1 February, with Jean Renoir’s La 
grande illusion. Throughout 1983 and 
1984, the two programmes were pre­
sented side by side; but, in 1985, I 
moved back to Sunday evenings, and 
‘Cinema Classics’ was cancelled.
In 1986, there’ll be another and, I 
hope, final change. The programme 
will still be called ‘Movie of the Week’; 
but it will move to Friday evenings 
(much better, I think, than Sunday), 
and will become a combination of the 
two formats: a season of classics, using 
themes to link film presentations, and 
the one-off ‘Movie of the Week’ 
format.
The line-up is one I’m extremely 
proud of. For example, towards the 
end of January, I start a series called 
‘Modern Masterpieces’, with Ermanno 
Olmi’s glorious L’albero degli zoccoli 
(The Tree of Wooden Clogs). That 
season will also include Louis Malle’s 
Le souffle au coeur (Murmur of the 
heart), Akira Kurosawa’s first colour 
film, Dodes’ka-den, and our final 
screening of Bernardo Bertolucci’s 
masterpiece, II conformista (The 
Conformist).
Also in the season, but not as well- 
known as the others, is Voskhozdhye- 
niye (The Ascent),„.winner of the 
Golden Bear at Berlin in 1977. It is an 
extraordinary religious allegory by 
Larissa Shepitko, whose untimely 
death in a car crash in 1979 was a loss 
not only to Russian cinema, but to the 
world. The Ascent proved to be her 
last film, and should be essential 
viewing.
In contrast to the ‘Modern Master­
pieces’ listed above will be a similar 
series, to be presented in October and 
November, of all-time classics. This 
season will include Das Cabinett des 
Dr Caligari (The Cabinet of Dr Cali­
gari), Bronenosets Potemkin (The 
Battleship Potemkin), another screen­
ing of our debut classic, La grande 
illusion, as well as Det sjunde inseglet 
(The Seventh Seal), Schichinin no 
samurai (Seven Samurai), and Satyajit 
Ray’s blissful Charulata.
In early April, when everyone’s 
thinking about Academy Awards, I’m 
presenting a season of four features 
which won the Oscar for Best Foreign 
Film. Two of these, I’ve shown before: 
Bergman’s Jungfrukallen (The Virgin 
Spring) and Jiri Menzel’s Ostre
sledavone vlaky (Closely Watched 
Trains). But the other two are tele­
vision firsts here: De Sica’s legendary 
Ladri di biciclette (Bicycle Thieves) — 
assuming that, by April, we’ve finally 
received the good-quality print we’ve 
been promised for months now — and 
Volker Schlondorff’s Die Blech­
trommel (The Tin Drum).
There will also be seasons devoted to 
films from Asia and Latin America. 
From Asia, we’ll have one of the best 
of the contemporary Chinese films, 
Chengnan jiushi (My Memories of Old 
Beijing), a Grand Prix winner at 
Manila three years ago, plus a film that 
would never have won any such 
recognition in its native Philippines, 
Lino Brocka’s provocative Insiang, 
firmly set in the city slums that Mme 
Marcos claims don’t exist.
Mrinal Sen’s Kharij (The Case is 
Closed) is set in Calcutta in winter, and
is the story of the sudden death of a 
boy taken in as servant by a thought­
less, upper-middle-class couple. And 
from Vietnam comes Lam Le’s 
Poussière d’empire (Dust of Empire), 
an impressive reconstruction of the 
period of Dien Bien Phu and the defeat 
of the French, which was, in fact, 
made as a co-production with France, 
and features such distinguished French 
actors as Dominique Sanda and Jean 
François Stévenin in its cast.
From Latin America, there’ll be 
Humberto Solas’s impressive, epic 
debut film, Lucia, in which the Cuban 
director looks at three women in three 
periods of Cuban history; Joaquim 
Pedro de Andrade’s outrageous 
comedy, Macunaima — a wildly 
anarchic farce of which the Marx 
Brothers would not have been 
ashamed, involving a surprisingly 
adult child (played by a full-grown
man) and a bloated capitalist who liter­
ally eats people; and Luis Bunuel’s El 
angel exterminador (The Extermina­
ting Angel) from Mexico — shown 
before, but much requested.
I realize that this piece is starting to 
sound like a list of film titles, but I 
can’t resist adding a few more. We’ve 
finally persuaded Sovexportfilm to let 
us show the original Ukrainian version 
of Teni zabytykhov predkov (Shadows 
of Our Forgotten Ancestors), a beauti­
ful movie long unavailable, apparently 
because its director, Sergei Parad- 
zhanov was in such poor standing with 
the authorities in Moscow (after Sayat 
Nova, he spent some time in prison).
We also have three more recent art- 
house successes, two from Spain, one 
from Hungary. The Hungarian one is 
Pal Sandor’s Szerencses Daniel (Daniel 
Takes a Train), a controversial film 
about a teenager caught up in the 
Russian invasion of 1956. The Spanish 
films are Demonios en el jardin 
(Demons in the Garden), made in the 
same year, which is probably the finest 
work of director Manuel Gutierrez 
Aragon, about an eccentric family 
during the Franco era; and Carlos 
Saura’s dance version of Carmen.
There will be tributes, too, to 
talented people no longer with us. 
Indeed, the new Friday-night slot will 
commence, on 27 December, with a 
presentation of one of the most 
famous films of Simone Signoret, 
Moshe Mizrahi’s La vie devant soi 
(Madame Rosa), made in 1977, about 
an old Jewish woman’s affection for 
an Arab boy whose father has killed 
his mother. A tearjerker, it is also an 
Oscar winner (Best Foreign Film, 
1977). In the same season, we’re also 
showing the young Signoret in 
Manèges (1950), directed by her first 
husband, Yves Allegret, in which she 
plays a scheming young woman who, 
goaded by her predatory mother (Jane 
Marken), marries a simple but rich 
man (Bernard Blier) she doesn’t love. 
We’re also showing Signoret in the 
mid-fifties, in Luis Bunuel’s La mort 
en ce jardin (Death in the Garden), and 
late in her career, in Alain Corneau’s 
beautifully crafted policier, Police 
Python 357 (1976), one of the best 
French crime films of the seventies, in 
which she co-stars with her husband, 
Yves Montand.
Montand also co-stars in another 
tribute film, scheduled for the middle 
of the year. The film is Claude Sautet’s 
César et Rosalie, and the tribute being 
paid is to Romy Schneider, for this was 
one of her finest films. There’s also a 
three-film tribute to Jean Cocteau, 
with Orphée, Le testament d’Orphée 
and La belle et la bête.
In all, a crowded but, I think, 
exciting programme for the year — 
and one I hope SBS viewers will enjoy 
as much as we enjoy putting it all 
together.
See over for picture preview and full schedule .
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Clockwise from top left: 31 January, Le souffle au coeur, Louis Malle; 4 April, Die 
Blechtrommel, Volker Schlondorff; 9 May, Kharij, Mrinal Sen; 7 February, 
Voskhozdhyeniye, Larissa Shepitko.
Movie o f the Week — 1986 schedule
27 December
3 January
10 January 
17 January
24 January
31 January
7 February
14 February
21 February
28 February 
7 March
14 March
La vie devant soi (Madame Rosa)/France, 1977, Moshe 
M izrahi/Simone Signoret.
Police Python 357/France, 1976, Alain Corneau/Simone 
Signoret.
Manêges/France, 1950, Yves Allegret/Simone Signoret.
La mort en ce jardin (Death in the Garden)/France-Mexico, 
1956, Luis Bunuel /Simone Signoret.
L’albero degli zoccoli (The Tree of Wooden Clogs)/Italy, 
1978, Ermanno Olmi /M odem  Masterpieces.
Le souffle au coeur (Murmur of the Heart)/France, 1971, 
Louis M ailt/ Modern Masterpieces.
Voskhozdhyeniye (The Ascent)/USSR, 1976, Larisssa 
Shepitko/Mode/rz Masterpieces.
Dodes’ka-den/Japan, 1970, Akira Kurosawa/A/odcm 
Masterpieces.
Il conformista (The Conformist)/Italy, 1970, Bernardo 
Bertolucci/M odem  Masterpieces.
Teni zabytykhov predkov (Shadows of Our Forgotten 
Ancestors)/USSR, 1964, Sergei Paradzhanov.
Una gita scolastica (A School Outing)/Italy, 1983, Pupi 
A vati/Funny Business.
Zil pevcij drozd (There Was a Singing Blackbird)/USSR, 
1971, Otar Ioselliani/Fu/zny Business.
21 March
28 March
4 April
11 April
18 April
25 April
2 May
9 May 
16 May
23 May 
30 May 
6 June
13 June 
20 June
27 June
Tendre poulet (Dear Inspector)/France, 1977, Philippe de 
Broca/Funny Business.
Balkanski spijun (The Balkan Spy)/Yugoslavia, 1984, Bozidar 
Nikolic and Dusan Kovacevic/Fun/ry Business.
Die Blechtrommel (The Tin Drum)/West Germany, 1979, 
Volker Schlôndorff/Oicars.
Ladri di bicicletti (Bicycle Thieves)/Italy, 1948, Vittorio de 
Sica/ Oscars.
Jungfrukâllen (The Virgin Spring)/Sweden, 1959, Ingmar 
Bergman/Oscars.
Ostre sledavone vlaky (Closely Watched
Trains)/Czechoslovakia, 1966, Jiri Menzel/Oscars.
Poussière d’empire (Dust of Empire)/Vietnam-France, 1983, 
Lam he/Asia.
Kharij (The Case is Closed)/India, 1983, Mrinal Sen A4 .«a. 
Chengnan jiushi (My Memories of Old Beijing)/China, 1983, 
Wu YigongA4.«a.
Insiang/Philippines, 1976, Lino Brocka/Asia.
La banquiere/France, 1980, Francis G irod/Romy Schneider. 
César et Rosalie/France, 1972, Claude SautetARomy 
Schneider.
Carmen/Spain, 1983, Carlos Saura.
La belle et la bete (Beauty and the Beast)/France, 1947, Jean 
Cocteau /Jean Cocteau.
Orphée (Orpheus)/France, 1950, Jean Cocteau; and Le 
testament d’Orphée (The Testament of Orpheus)/France,
1959, Jean Cocteau/Jean Cocteau.
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Clockwise from top left: 19 September, Demonios en el jardin, Manuel Gutierrez Aragon; 
31 October, La grande illusion, Jean Renoir; 14 November, Schicinin no samurai, Akira 
Kurosawa; 10 October, La notte, Michelangelo Antonioni.
4 July
11 July
18 July
25 July
1 August 
8 August
15 August
22 August
29 August
5 September
12 September
19 September
26 September
3 October
10 October 
17 October
Pas si méchant que ça (Not as Bad as All That)/Switzerland, 
1975, Claude Goretta/5Yars (Depardieu).
Joi-Uchi (Rebellion)/Japan, 1967, Masaki KobayashiASYars 
(Mifune).
Les felins/France, 1964, René Clément/Stars (Delon, Fonda). 
La provinciale/Italy, 1953, Mario Soldati ASYars 
(Lollobrigida).
Stavisky/France, 1974, Alain ResnaisASYars (Belmondo). 
Popiol i diament (Ashes and Diamonds)/Poland, 1958, 
Andrzej Wajda/Stars (Cybulski).
La guerre est finie (The War is Over)/France, 1966, Alain 
ResnaisASYarc (Montand).
Macunaima/Brazil, 1969, Joaquim Pedro de Andrade/Latin 
America.
Lucia/Cuba, 1969, Humberto Solas/Latin America.
El angel exterminador (The Exterminating Angel)/Mexico, 
1962, Luis Buftuel/Laftn America.
Ani ohev otach Rosa (I Love You Rosa)/Israel, 1972, Moshe 
Mizrahi.
Demonios en el jardin (Demons in the Garden)/Spain, 1982, 
Manuel Gutierrez Aragon.
La donna della domenica (The Sunday Woman)/Italy, 1975, 
Luigi Comencini/Mastroianni.
Cronache di poveri amante (Story of Poor Lovers)/Italy,
1954, Carlo Lizzani/Mastroianni.
La notte/Italy, 1960, Michelangelo Antonioni/Mastroianni. 
Salut l’artiste/France, 1973, Yves Robert/Mastroianni.
24 October
31 October
7 November 
14 November
21 November
28 November
5 December
12 December
19 December
26 December
Das Cabinett des Dr Caligari (The Cabinet of Dr
Caligari)/Germany, 1919, Robert Wiene; and Bronenosets 
Potemkin (The Battleship Potemkin)/USSR, 1925, Sergei 
EisensteinA4//-rf/ne classics.
La grande illusion/France, 1937, Jean Renoir/All-time 
classics.
Charulata/India, 1964, Satyajit Ray/All-time classics. 
Schichinin no samurai (Seven Samurai)/Japan, 1954, Akira 
KurosawaA4ll-time classics.
Det sjunde inseglet (The Seventh Seal)/Sweden, 1957, Ingmar 
Bergman/All-time classics.
Szerencses Daniel (Daniel Takes a Train)/Hungary, 1982, Pal 
Sandor.
Davitelj protiv davitelja (Strangler vs. Strangler)/Yugoslavia, 
1984, Slobodan Sijan/Funny Business 2.
La escopeta nacional (The National Shotgun)/Spain, 1978, 
Luis Garcia Berlanga/Fu/iny business 2.
Ewa chce spac (Eve Wants to Sleep)/Poland, 1957, Tadeusz 
ChmiewelewskiAFu/my business 2.
Le coup de tete/France, 1979, Jean-Jacques Annaud/jF7unny 
business 2.
The full titles of the various seasons are: Tribute to Simone Signoret; Modem  
Masterpieces', Funny Business', Oscar Winners', Asian Cinema-, Tribute to Romy 
Schneider, A Genuine Original: Jean Cocteau-, Great Movie Stars; Latin 
America; Great Actors: Marcello Mastroianni; All-Time Classics; Funny 
Business No 2.
The schedule is correct at time of going to press, but all film titles are subject to 
alteration. ★
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There can be little doubt that the climate in 
which our two major film festivals operate is 
changing fast. Australia is no longer as isolated 
as it once was from ‘the best of world cinema’: 
SBS (as the article over the page indicates) now 
programmes the sort of films that were once the
One of the first references to film festivals in my memory 
occurred in a review of the so-called ‘Italian Film Festival’, held 
at the Palais in St Kilda in the early sixties. The reviewer opened 
by saying that film festivals had been going downhill of late, and 
this collection (of four films) provided further evidence of the 
slide.
The fact that the ‘festival’ consisted of four unreleased Italian 
titles sitting on Columbia’s shelf (including Rossellini’s Vanina, 
Vanina) was neither here nor there: the smell of decay was appar­
ently about, and no one was going to be fooled by external 
appearances.
For another decade or so, the Melbourne Film Festival could 
sell out 4,000 seats (at giveaway prices) in a couple of days, and 
David Stratton had not even arrived to build Sydney’s festival 
into a striking event by any standards in the world (and beat off 
the challenge of a rival festival into the bargain).
Colin Bennett was in his element and at the peak of his 
influence, supporting the Melbourne festival via his columns in 
The Age and his television festival preview. Cannes was a rather 
obscure and distant event. Giorgio Mangianele took his film Clay 
there in 1966; but, without a local industry, it was somewhat 
irrelevant. We occasionally heard of a short that won a prize 
somewhere — Tim Burstall won something or other for The Prize 
at Venice, which was at least a festival reported in Sight and 
Sound. The London festival was just starting; New York and Los 
Angeles didn’t have one.
Melbourne and Sydney were, however, going strong, and the 
reasons were obvious. We had this collection of people who didn’t 
get to see movies like these any other way. They were all members 
of film societies, some of which had thousands on their books.
They went to events organized by private, non-profit bodies 
who neither sought nor wanted government assistance. The only 
contact they had with the government was via the censorship 
authorities, who came to be hated for their intolerance, 
arrogance, stupidity and plain bloody-mindedness — traits that 
still emerge from Pitt Street, though the two festivals are no 
longer their victims.
From the late fifties, through the sixties and seventies, even into 
the eighties, Australia had at least two and sometimes more
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exclusive prerogative of the Sydney and 
Melbourne festivals, and there has been a 
significant upswing in art-house activity. Where 
does this leave the festivals? In danger of a 
lingering death, suggests Geoff Gardner, unless 
some major changes are made.
events that held out the claim to be the vanguard of modern 
cinema, and the sole annual repository of a collection of (mainly 
European) art films, culled from the primary sources of Cannes, 
Venice and Berlin, and the secondary sources of the pages of Sight 
and Sound, Films and Filming and Film Quarterly.
They were not festivals as the Europeans knew them. They were 
not, in the European sense, marketplaces or prize arenas. Occa­
sionally, a film might be acquired for distribution. Other films 
may have been provided by local distributors as part of some pre­
release campaign. Often, the latter would occur where the film 
was seen as ‘difficult’.
The festivals had no funds for guests from overseas until the 
late sixties, when Josef von Sternberg and Jorn Donner were the 
first to arrive, followed by Satyajit Ray, Michelangelo Antonioni 
and a host of lesser lights. A far greater number of big names 
never turned up at all, despite considerable effort. Discussion was 
confined to the foyer, or the Acland Street and Rose Bay cafes.
Our whole perception of ‘current cinema’ was distorted by 
ineffectual distribution monopolies and tasteless exhibition, with 
the dreaded censors playing their abysmal part by banning films 
of the quality of Viridiana or A bout de souffle (Breathless). For a 
while, we thought Philippe de Broca was a major figure in the 
French new wave.
The emphasis at the festivals remained doggedly on the 
Europeans. Asia may have had a small representation, America 
(North and South) something somewhere. As well, of course, the 
well-crafted narrative was predominant, pre-eminent and 
predictable.
While I don’t wish to apportion blame, work being widely 
discussed elsewhere was ignored here. We saw no Fassbinder until 
Der Händler der vier Jahreszeiten (Merchant of the Four Seasons, 
1971), no Straub ever, no Warhol ever (the ‘first’ being Paul 
Morrissey’s Trash, 1970), no Brakhage, no Hollis Frampton, or 
Raul Ruiz, or Marguerite Duras, or Jonas Mekas, or dozens of 
others, during the desperate search for narrative.
The festivals provided a feast of Fellini, Szabo and Wajda, and 
occasional brilliant years when films by Bellocchio, Bertolucci, 
Skolimowski, Delvaux and Jancso were all screened for the first 
time. But those years stood out like granny’s tooth.
Issues —  Geoff Gardner
But, before I nostalge away completely, let me explain why I 
have started with this elaborate preamble. Two things happened 
in the seventies. First, Australians started making films, and dis­
covered that festivals were international marketplaces. And, with 
the decline in American and British production, more imaginative 
programming of the cinemas started to occur.
Just as filmmakers discovered Cannes at last, so did a plethora 
of independent distributors and exhibitors. The reducing cost of 
international air fares played its part as well, making new produc­
tions available more quickly than before. We finally accepted as 
the norm that a new European film would open here commer­
cially one or even two years after its European release or, worse, a 
year or so after its London or New York opening.
Distribution practices started to give festivals their first 
tendency towards irrelevance. If the major European art films of 
the year were not available, then the festivals were willing to 
decide that minor films might do. From a desire to present a 
broad international perspective, the festivals often took rubbish 
from certain countries, and tokens from others.
However, the view was taken — and, to a degree, still is — that 
the festivals need to ensure they are the first to present a range of 
new narrative productions (predominantly from Europe), in order 
to maintain a pre-eminent cultural position.
Summarized, it appears that festival managements continue to 
believe their major purpose to be the premiere presentation of 
new films by major filmmakers (in the best possible conditions) to 
a group of subscribers who, although diminishing, remain willing 
to pay for this so-called privilege. All other aspects of the 
festivals’ activities remain secondary to this purpose.
The fact that this practice is increasingly unimportant and 
irrelevant to those whose subscriptions were formerly able to 
sustain the activity, is still not being addressed. We are aware of 
the rise in art-house activity. SBS TV has provided a comfortable 
additional source. There have been a range of lateral solutions 
suggested for the problems this view creates, most notably the 
resort to private and public sector funding; but few have 
addressed themselves to whether the festivals are now small 
dinosaurs in a shrinking swamp while, around them, the land 
warms up and dries out an area they once moved in.
There have been responses to these new imperatives. The 
attempt has continued to be made, as it has in London, New York 
and Los Angeles, to provide a sprinkling showcase of new pro­
ductions shortly to be released in the art cinemas. This year in 
Melbourne, for instance, Birdy, Dance with a Stranger, 
Insignificance, Heimat, Broken Mirrors, Blood Simple, Repo 
Man and Full Moon in Paris went into release after the festival. 
Some went into release almost immediately after their festival 
screening. The industry continues to be attached — rightly — to 
the idea that a festival audience may provide good word-of-mouth 
after a screening, particularly now that the audience represents 
only a tiny proportion of those who might choose to see the 
film.
My suggestions as to a way out of this situation would be 
several. If we are to continue to have at least one organization 
devoted to a generalist view of current world cinema, then, to 
ensure its survival and provide it with the largest possible 
audience, there is a need for a truly national organization, 
presenting its programme throughout the land. Sydney’s festival 
contains the seeds for this development, via the resource it has, 
and its proven success with the Travelling Film Festival. To go 
further may well mean abandoning the FIAPF proscription on 
presentation and developing a national network. This would 
involve government support, a degree of (financial) co-operation 
with commercial distributors, the SBS and, if it ever gets beyond 
muttering phrases about cultural activity, the ABC.
Such an event would free up resources for more specialist local 
efforts — one which might serve a national community ready to 
travel for the purposes of seeing, meeting and discussing. This 
development would also require public sector support from such 
bodies as the AFC, the National Film and Sound Archive, State 
Film Centres, and those currently presenting programmes and 
events which lack perspective and co-ordination, and have a 
tendency to overlap.
Without the sense of a national view, and without efficiently 
allocating what are likely to become, in the post-Whitlam era, 
ever more limited resources, the festivals stand a chance of fading 
away as a result of benign but misguided policies that seek to 
maintain a vanishing idea/ideal. ★
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Sticking to the ley-lines
The Right-Hand Man puts people before period
It was the day the horses got it on. Now, 
filmmaking is a stop-go affair at the best of 
times, but waiting for a mare and a stallion 
to mate — especially when, after an hour or 
so, the mare is thoroughly pissed off and 
won’t even look at the stallion — seemed to 
be a new one for the crew of Yarraman’s 
The Right-Hand Man, shooting at Aber­
crombie House, just outside Bathurst in 
New South Wales.
Nor was it an easy day for Jennifer Claire, 
who plays Lady Ironminster, mother of one 
of the film’s two heroes. She has to lead the 
stallion past the mare, which is tethered to a 
wooden stall, stop, then deliver a line. It is a 
complicated set-up, with the camera 
starting in close on the mare, then tracking 
back to frame Lady Ironminster and the 
stallion as she receives news of a fatal 
coaching accident.
At first, the mare shies at the sudden 
camera movement, and the wrangler has to 
keep coming back into shot to calm her. 
Once that is sorted out, the stallion begins 
to edge round between Lady I and the 
camera, right on cue, each time she tries to 
deliver her line. The director, the DOP, the 
wrangler and the mare remain unruffled, 
but Lady I and the stallion are getting a little 
edgy.
It is the opening scene in Yarraman’s 
$51/2-million theatrical feature, for UAA 
Films and Greater Union. Based on a novel 
by Katherine Peyton (who wrote the novels 
on which the TV miniseries, Flambards, 
was based), it is set in rural New South 
Wales in the early eighteen-sixties. Origin­
ally a tale of heredity — of the importance 
for the Ironminsters, isolated 12,000 miles 
from the home, of preserving their family 
line — it has had the distinctly modern idea 
of sexual surrogacy added to it.
Producer Steven Grives (who is c q : . 
producing his "debut feature with Yarraman 
partner Tom Oliver, and seasoned veteran 
Basil Appleby as line producer) optioned 
the book while he was playing one of the 
leads in Flambards — Captain Mark 
Russell (“ the shit,”  Grives explains help­
fully).
“ Surrogacy,” he says, “ is something that 
has been round since the Bible. But, if you 
take the novel’s theme of one man 
dependent on another man” — losing an 
arm in a coach-racing accident, Harry Iron­
minster (Rupert Everett) is obliged to rely on 
young Ned Devine (Hugo Weaving) to 
drive his racing phaeton, the ‘High Flyer’ — 
“ and follow it all the way through, then you 
get what we’ve got today.”
Both Grives and Appleby stress that this 
is a people story first, and a period piece 
second. “ When Steve said, 'Read the 
script’ , says Appleby, “ I thought, 'Boy, this 
is something rather special: it’s not just your 
standard Australian kangaroos and koalas. 
It’s a story about people and about things 
that matter.”  For Grives, however, it is the 
period setting that makes the story work.
“ Three years ago, I was told: 'Set it 
around boats and cars, not horses’. I said, 
‘Fine: if that's your story, you do it!’ But, 
actually, you can’t, because surrogacy 
nowadays is done with that”  he makes an 
(arguably obscene) gesture with an 
imaginary syringe — “ and there’s a big 
difference between a doctor putting Basil’s
sperm into a woman, and Basil actually, er, 
tucking it in with the husband just down the 
road, which is what happens here.”
Director Di Drew, 36 years old, ex-ABC 
and with previous credits that include co­
directing the miniseries 1915, is fascinated 
above all by the emotional tensions that the 
surrogacy issue raises. “ It’s pretty high 
drama: the film has a certain pitch, which is 
risk-taking. It’s not about being careful: it’s 
about confronting emotions, and you’re 
either right or wrong. There’s no in­
between, no middle ground.”
Any suggestion that this sounds a little 
like melodrama elicits an immediate and 
eloquent reply from Drew: “ Aaaarghhh!” It 
also nearly ends the interview, because 
melodrama turns out to be what the AFC 
invoked in turning down the project. But the 
kind of all-out approach that characterized 
the great screen melodramas is obviously 
what Drew is after. “ Why play down the 
degree of what’s happening?” she asks. 
“ You might as well go after it and try to 
achieve it.”
Going after things also characterizes 
Grives’s approach to the externals of The 
Right-Hand Man. “ What we were after 
was an eccentric British estate, which you 
could pick up and put down again in Surrey 
or Yorkshire. But, on the edges of that, you 
have Australia, always gaining, gaining.”
He has certainly found the eccentricity: 
Abercrombie House is the sort of building 
that has gone from inspired Victorian 
design to national treasure without ever 
passing through beauty. Built, like much of 
the surrounding area, in a kind of stone 
found only around Bathurst and in the 
British Lake District, it is also, according to 
the house’s owner, Mr Morgan, on a ley- 
line — one of the imaginary lines that con­
nect places like Ayers Rock, the pyramids 
and Stonehenge. “ And he’s convinced that 
the kind of luck you get if you’re on a ley- 
line will Impart itself to us,” says Appleby.
Director of photography Peter James, 
shooting his first feature since his AFI- 
award-winning Rebel, is after a look that 
suits both the house and the story, if not the 
ley-lines. “ It’s the first really English-looking 
film I’ve done. In other period films like 
Caddie and The Irishman, I’ve always 
tried to make it look Australian. But here, I 
want a soft, burnt-out background — that 
sort of Barry Lyndon-look, where every­
thing is candlelit.
“ I’m using Kodak 94, and I’m rating the 
film slower than it normally is. Colorfilm and 
I did some tests, and decided that giving 
the film a bit more exposure softens the 
exterior look. I’m using white nets on every­
thing, and a little bit of over-exposure helps 
saturate the colour in the exteriors and, in 
the interiors, gives me a better black detail 
and less grain. It’s obviously Australia: I 
don’t think you can get away from that, 
because we’ve got kangaroos and gum 
trees in it. But, at the same time, it’s all seen 
through the eyes of these very English 
people.”
In marked contrast to Abercrombie 
House is the neighbouring town, which the 
Ironminsters all but own. This is being shot, 
not in Bathurst — the proximity of Mount 
Panorama has made that far too modern — 
but at Hill End, an old gold town some
hundred kilometres to the north-west, now 
tiny, but once home to 70,000 people.
“ Abercrombie is totally un-Australian,” 
says production designer Neil Angwin, 
amid the lumber of a partly re-built Hill End: 
“ not a gum tree in sight. Hill End is exactly 
the opposite — real Australia, though not to 
the point of whacking kangaroos into the 
middle of the main street.”
Angwin, working with his regular art 
director, Nic Hepworth, construction 
manager Ken Hazelwood and scenic artist 
Billi Malcolm, is reconstructing the place 
from photographs. “ The feeling we’re after 
is definitely not Five Mile Creek,”  he says. 
“ I’m hoping it will have the atmosphere, not 
of bushranger movies and gold-mining 
films, but of what a rural town was like in 
those days.”
Top, producer Steven Grives amid the re­
construction work at Hill End. Above, 
director Di Drew with the ‘Leviathan’.
The other piece of reconstruction is even 
more awesome: the Cobb and Co 
’Leviathan’ coach, which young Ned 
Devine is driving when Harry Ironminster 
first spots him. That,too, is taken from pic­
tures. And, built by engineer Mike Hendrik- 
son for $110,000, it looks more solid than 
anything currently on the road, steamrollers 
included. Its capacity — on top, inside and 
on the back (depending on status) — is a 
staggering 89 people. Like most other 
things about The Right-Hand Man, it has a 
solid and reliable feel to it. The ley-lines may 
help; but, as of early November, the pro­
duction didn’t really seem to need them.'fc
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Production
PBL’s first feature has the focus on humour
Blazing the trail from Birdsville
The Birdsville crew had just returned from 
a month on location in the far-west New 
South Wales town of Bourke, and, on this 
particular Monday afternoon in Sydney, 
seemed in exceptionally high spirits.
Formerly known as The Trailblazer, 
Birdsville is the first theatrical feature from 
PBL, and Carl Schultz is directing from a 
screenplay by Robert Wales, with additional 
dialogue by Bob Ellis.
The subject is basically that of an outdoor 
adventure, set in the eighteen-nineties. But 
Schultz is emphasizing the comic possibil­
ities inherent in this tale of a young adven­
turer, Harry Walford, who decides to 
'borrow' 1,500 head of cattle and, accom­
panied by his mate Bluey, drive them
2,000 miles from Roma in Queensland to 
Adelaide.
The Roma scenes were filmed at Bourke, 
with production designer Gordon Liddle 
overseeing the construction of the town at 
the local showground. On the Monday 
afternoon in question, Sydney’s Rocks area 
was doubling for a main street in Adelaide.
Permission to close off part of George 
Street had obviously not been all that easy 
to obtain: the work had to be done on a 
Monday, buses had to be allowed passage, 
and it all had to be carried out as fast as 
possible. Some 30 extras were costumed 
under the watchful eye of Liddle (who is 
also the costume designer); shop fronts had 
been slightly modified, with a souvenir shop 
doubling as a dress shop, Mrs Overton’s 
Quality Ladies’ Outfitters, and a tobac­
conist as a P & O ticket office. The Rocks 
branch of the Bank of NSW needed no 
modification: it could pass muster in its 
present form.
The first scene to be shot was one of the 
film’s heroine, Lily, finding a magnificent 
dress in the milliner’s shop. Lily is played by 
a newcomer, eighteen-year-old Kathryn 
Walker, who was studying architecture and 
helping pay for it by doing some modelling 
when she was spotted by a casting agent.
Her only previous acting experience was 
in high-school plays, but Schultz seems to 
be delighted with her easy-going unaffec­
tedness. The scene is shot from both 
outside and inside the shop, and within an 
astonishingly short space of time both 
Schultz and director of photography Dean 
Semler are satisfied with the results.
The next shot, of Harry and Bluey 
walking into the P & O office, requires two 
cameras. During the setting-up period, 
Semler talks about the use of Super Techni- 
scope on this film (Brian Trenchard-Smith 
also used it on Dead-End Drive-In).
The system, says Semler, allows the film 
to be shot widescreen without the use of an 
anamorphic lens, which is a requisite of the 
Panavision system. Semler seems very 
satisfied with the depth of field he has seen 
in the rushes so far.
According to Schultz, the rather naive 
young couple at the centre of the film are 
the only ones taking the adventure 
seriously. For everyone else, action and 
characters are a bit larger than life.
In the role of Harry, Schultz has cast 
another newcomer — though Paul God­
dard, unlike his leading lady, has had 
formal training as an actor, having grad­
uated from NIDA in 1984 and appeared in 
a small role in Stephen Wallace’s For Love 
Alone.
Harry’s mate, Bluey, should give John 
Wood a meaty comic sidekick role, while 
other parts are being taken by John 
Meillon, Bruce Spence, Paul Chubb and 
Kerry Walker, the latter playing the 
madame of an Adelaide brothel.
The cameras are quickly set up and a 
stream of buses passes by. Then, it’s 
“ Action!”  and, in no time at all (it seems), 
two more shots are in the can. Four 
successful set-ups in only one and a half 
hours, seemingly effortlessly achieved. No
wonder producer Brian Rosen, who has 
dropped by for a progress report, is 
smiling.
A few days later, at the Mort Bay studios 
in Balmain, Schultz is shooting a scene from 
late in the film in which Harry and Bluey 
rescue Lily from the aforementioned 
brothel.
Again, Liddle’s meticulous production 
design is apparent — a magnificent brothel 
set with red velvet wallpaper and a multi­
tude of candles — as is the relaxed way that 
Schultz goes about extracting humour from 
a rather corny situation.
" I ’m taking a bit of a chance with this,” 
he admits during a break in the proceed­
ings. But there were some who felt that he 
was going over the top with the full-blooded 
melodrama of Careful, He Might Hear 
You, and, apart from Mad Max: Beyond 
Thunderdome, that was Australia’s last 
major critical and commercial success. 
Goodbye Paradise also had its extreme 
moments, and Schultz obviously delights in 
going just as far as he can with his material, 
indicating a gutsy approach all too rare in 
this country.
Kerry Walker, as the outraged brothel 
madame, is almost unrecognizable in a 
tightly-fitted dress and wig. Extras and 
crews fall about with laughter as Schultz 
and his principal actors dream up funny bits 
of business, while a honky-tonk piano 
tinkles away in the background.
One thing is certain: if cinema audiences 
derive as much fun from watching Birds­
ville as Schultz and his team have evidently 
had making it, it should be a rewarding 
experience. +
Looking fo r  the funny side o f  Birdsville: 
below, DOP Dead Semler (stroking his 
chin) and director Carl Schultz on location 
at Bourke. Right, Paul Goddard as Harry 
Walford.
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Other people’s children
2 Friends helps kick off the 1986 season of ABC 
telemovies
Filming stopped temporarily in the double­
storey terrace house in Sydney’s inner-city 
suburb of Newtown. The budgie — affec­
tionately known as Jonathan but currently 
being addressed by a variety of other 
names — stood obstinately still. Ignoring 
the coaxing of two of his leading ladies 
(Emma Coles and Kris McQuade), the 
pleas of director Jane Campion and the im­
patience of the crew, Jonathan steadfastly 
refused to perform for his close-up.
In the previous shot, Coles and 
McQuade, playing the teenager Louise and 
her divorced mother, Janet, had been 
whiling away a Christmas morning in their 
lounge room amid the amiable clutter of 
presents, wrapping paper and a precarious 
tree. Louise’s friend, Kelly (Kris Bidenko), 
had visited briefly, exchanged gifts and 
then left to rejoin her family, who were 
waiting outside in the battered Holden 
station wagon.
Campion had shot the scene with a static 
wide-shot and Jonathan, relishing his spot 
in the background, had executed an array 
of acrobatics from his perch, using a stray 
piece of curling ribbon as a prop. Seizing 
on the apparently talented animal to sym­
bolize the festive spirit, Campion had asked 
director of photography Julian Penney to 
zoom in on the bird in action. But Jonathan 
refused to repeat his antics, blowing his 
opportunity for elevation from a bit-part to a 
featured role in the ABC telemovie, 2 
Friends
The second off the rank for the 1986 
season of telemovies — the first being The 
Book of Athuan, produced and directed 
by Alan Burke — 2 Friends is a project that 
unites a disproportionately high number of 
talented women.
Produced by Jan Chapman, who was in­
volved in the innovative Sweet and Sour 
series and the soon-to-be-screened (and 
equally adventurous) miniseries, Dancing 
Daze, 2 Friends marks the first attempt by 
author Helen Garner to write a screenplay 
for television.
As Chapman notes, the past two seasons 
of telemovies have provided “ a chance for 
writers and directors who don’t normally 
work in television to express themselves In 
the medium” . A quick roll-call of the initiates 
does reveal an impressive line-up of talent: 
Alex Buzo, Louis Nowra, Ken Cameron, 
Kathy Mueller and now Jane Campion, 
whose short films, Peel, A Girl’s Own 
Story and Passionless Moments, have 
won considerable acclaim from film festival 
audiences in Melbourne and Sydney. 
Complementing the trio at the helm are first 
assistant Kate Woods and designer Janet 
Patterson.
Garner’s screenplay is essentially a story 
of friendship between two teenage girls, 
who experience several trials that test their 
loyalty to each other and their individual 
priorities. Campion believes that the per­
ceptive eye for the details of domestic life 
that distinguish Garner’s books will also be 
evident in the telemovie. “ It’s got a very sty­
lish casualness, but the thing that I really 
like is that Helen has a very fresh feel for 
detail: she frames ordinary things in a way 
that makes them look fresh and 
immediate.”
To tone in with Garner’s style, two key 
decisions have been made. Firstly, the 
narrative will cover five time periods, from 
October 1984 to July 1985, but the film will 
open in July 1985. Like the film Betrayal 
(1982), it will be told backwards. Campion 
agrees that the concept was initially con­
fusing to work with. “ You probably hear us 
saying ‘Now, where are we again, October 
or July?’. It took me a while to get my head 
around the idea that going backwards is 
going forwards at the same time.”
The second decision was one of tone. 
“ We felt that it should have a style of its
own,”  she explains, “ much more like a 
tableau than is traditional for television: a 
static camera sitting back and observing; a 
lot of wide shots and playing with keeping 
the frame, and letting people move in and 
out of it.”  Visually, Chapman likens it to the 
style adopted by Jim Jarmusch for 
Stranger Than Paradise.
Choosing this style does place greater 
demands on the cast, however, and in this 
case, may have constituted something of a 
risk, as neither of the leads has had much 
previous television or film experience.
Kris Bidenko, playing the more flam­
boyant of the two girls, met the director 
while working on After Hours, Campion’s 
30-minute drama for the Women’s Film 
Unit, and was chosen to play Kelly on the 
basis of that work. After Chapman and 
Campion had conducted days of auditions 
for the part of Louise, they found Coles, 
whose only previous TV experience was a 
commercial for Lancome.
Far from jeopardizing the style of camera­
work, Campion believes that their relative 
inexperience has been an asset. “ They 
make it work,”  she explains. “ If they were 
too experienced, they’d be hitting marks 
too much, they’d lose the sense of idle 
casualness that they lend to it. And anyway, 
it’s ridiculous to consider them anything but 
professional. They have been from the 
beginning. They always have their lines 
down, and there is no difference in their 
behaviour on set, except that perhaps they 
sometimes get a little more emotional than 
adults.”
As Campion is describing Coles and 
Bidenko, they are occupying time between 
set-ups, huddled together on the narrow 
staircase, alternately giggling at and 
berating a recent issue of C/eo liberated 
from another crew member.
Coles, who had her shoulder-length 
blonde hair cut and dyed to look like the 
Louise that Campion envisaged, describes 
her character as ‘very sensible’. “ She’s not 
very interested in boys and she doesn’t 
take drugs.”
As her divorced mother, Kris McQuade
2 Friends: right, Kris Bidenko (left) and 
Emma Coles as Kelly and Louise. Below, 
Kris McQuade as Louise’s mum, Janet.
adds that Louise is "probably more dis­
ciplined than I am. She’s got the vege 
garden, she probably does most of the 
washing up and a lot of the cooking.” 
McQuade is relishing her role, though 
many of her friends, remembering 
Fighting Back and the award-winning per­
formance in Palace of Dreams, reacted to 
it with, “ Oh, you’re playing another mum!” 
With Janet, however, McQuade has 
found a soul mate. “ She’s great,”  she 
enthuses, “ she's a career woman. The 
other mothers that I’ve played have been 
the victims of the western suburbs. This 
time, I’m an independent spirit. It’s great; 
Louise is more sensible and, through her 
sensibility, I get to be more flighty. I get to 
play more of a child and Louise gets to 
reprimand me more as the mother.” 
Backing up the female leads is a strong 
team of actors in supporting roles, including 
Peter Hehir, Tony Barry and Steve Bisley. 
“ The male parts are actually quite small,” 
Chapman explains, “ but Jane and I wrote 
to the actors saying, These are small parts, 
but we think you’re terrific’ , and they took 
them!”
The atmosphere on set resembles that 
depicted in the house: cluttered, casual and 
relaxed. The crew seem at ease with each 
other, comfortable in the confined space. 
“ They’re a very special crew,”  Chapman 
notes. “ They shot Scales of Justice and, 
since then, they’ve done most of the tele­
movies. It’s a small, ten-person crew and 
they are very committed. They dedicatedly 
come to rushes and they involve them­
selves in the concept. I think it has to do 
with making the telemovies with such 
different directors. In a sense, they have to 
be the continuity; it hasn’t been the pro­
ducers.”
It seems that the telemovies will become 
an annual feature of ABC production. 
Varying dramatically in style, tone, content 
and even quality, the past two seasons 
have indeed provided a transfusion of new 
blood for the ABC, and the third batch 
promises to do the same. “ It’s very 
exciting,” Chapman asserts. “ I firmly 
believe that we should be doing things that 
the commercial stations don’t do. And, 
frankly, it’s what keeps one working for the 
ABC.” ★
46 — January CINEMA PAPERS
Production Survey
Production round-up
The approach of the festive season signals 
a wind-down for the film and television 
industries. More than half a dozen features, 
including Burrowes/Dixon’s Free Enter­
prise, Yarraman’s The Right-Hand Man 
and Introndie’s Kangaroo complete 
shooting in December.
In television production, by Christmas, 
the marathon seven-month shoot on Mc­
Elroy and McElroy’s Return to Eden will 
be finished, with the company gearing up 
for 1986 with a variety of new projects. The 
first of these, the miniseries The Last 
Frontier, is set to roll on 2 February, with 
the pilot episode for A Shark’s Paradise 
slated for April and a feature, Revolt in 
Paradise, due for July.
A batch of miniseries and telemovies also 
finish shooting in December. The Kino Film 
Company’s Call Me Mr Brown, based on 
the 1971 Qantas bomb hoax, moved into 
post-production, as did L.J. Productions’ 
Saturdee, Sinegroup’s The Girl From 
Steel City and Robert Halmi’s international 
production of Spearfield’s Daughter, a 
three-parter shot in Australia, Europe and 
the US, with Australian locations also 
doubling for Ireland and Vietnam.
Activity in the corridors of the ABC drama 
departments will also slow down over the 
break. In Sydney, the telemovies 2 Friends 
and The Book of Athuan and the mini­
series Tusitala and The Haunted School 
are in post-production while in Melbourne, 
The Local Rag, a miniseries focusing on 
life in the offices of a suburban newspaper, 
finished shooting on 12 December.
Further down the track, the innovative 
miniseries, Dancing Daze, featuring a 
number of the creative minds responsible 
for Sweet and Sour, is being considered 
for release in March in a Sunday night time­
slot.
Through their production company, 
Filmrep, JNP have recently wrapped The 
Last Warhorse with Hector’s Bunyip to
complete shooting on 21 December.
Of the few productions to continue over 
Christmas, most are in the television area, 
the majority from Crawford Productions. 
While Whose Baby? is due to finish pro­
duction on 20 December, Alice to 
Nowhere is in production until February. Of 
the two new series, Coopers Crossing will 
continue shooting until September and 
Prime Time is shooting indefinitely.
Two economical Melbourne-based pro­
ductions recently went into post­
production. Dofine’s Cactus finished 
ahead of schedule, with cast and crew 
working only four to five hours a day for the
Lian L unson a n d  D a v id  B radshaw  lo o k  f o r  
the b a d  guys in a scene fro m  The Big Hurt.
last weeks of the shoot. Producer Jane 
Ballantyne estimates that the film will be 
finished in March.
Operating from the same strip in Mel­
bourne’s beachside suburbs, producer 
Chris Kiely also estimates a March com­
pletion date for The Big Hurt. Describing 
the low-budget feature as a “ contemporary 
thriller and romance with a film noir feel to 
it” , Kiely explains that the film aims to create 
a “ seedy underworld milieu” as the pro­
tagonist, a “ tough guy journo” , gets in­
volved with a woman who leads him to a 
sado-masochists’ club that may be 
financed by the government (which one is 
not clear at this stage). The Inflation disco 
was the location for the club scenes. Mean­
while, the team working on The Big Hurt 
plan to shoot their next feature, The 
Cricketer, in March or April.
Also on the drawing board for early in the 
new year are Bill Bennett’s Backlash, due 
to start shooting on 6 January, Daedalus’s 
The Bee-Eater and Revolve’s Fantasy 
Lover.
On the TV horizon, early 1986 should see 
starts for Roadshow, Coote & Carroll’s The 
Challenge in the third week of January, 
PBL’s Petrov on 3 February and Jack 
Thompson’s debut as a director with Joe 
Wilson on 17 March. ★
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FEATURES
PRE-PRODUCTION
AVENGERS OF THE CHINA SEAS
Prod, company....................Nilsen Premiere
Producer................................................... Tom Broadbridge
Director..................... Brian Trenchard-Smith
Scriptwriter...........................................Patrick Edgeworth
Based on the original idea
b y ......................................................Patrick Edgeworth
Editor.............................................. Alan Lake
Producer’s assistant...........Virginia Bernard
Laboratory........................................ Colorfilm
Budget.......................................... $4.6 million
Length................................................. 94 mins
Gauge............................. 35 mm anamorphic
Synopsis:A contemporary action-adventure 
story set on the South China Sea.
BACKLASH
Prod, company................................. Mermaid Beach
Productions Pty Ltd
Dist. company...............J.C. Williamson Film
Distributors Pty Ltd
Producer........................................Bill Bennett
Director.........................................Bill Bennett
Scriptwriter...................................Bill Bennett
Based on the original idea
by............................................... Bill Bennett
Photography................................Tony Wilson
Sound recordist.......................... Leo Sullivan
Editor....................................................Denise Hunter
Composer.........................Michael Atkinson
Unit manager....................Deborah Samuels
Prod, accountant.............G & S Management
Services
Camera assistant......................... Derry Field
Mixer...................................... Brett Robinson
Mixed a t ...................................Sound on Film
Laboratory..............................Atlab Australia
Lab. liaison.........................Bruce Williamson
Length........................................... 94 minutes
Cast: David Argue (Trevor), Gia Carides 
(Nikki), Lydia Miller (Kath).
Synopsis: Backlash is a story about a 
policeman and a policewoman escorting an 
aboriginal woman charged with murder from 
Sydney to Bourke.
THE BEE-EATER
(working title)
Prod, company.........Daedalus Rims Pty Ltd
Producer.................................................Hilary Furlong
Director................................................George Ogilvie
Scriptwriter............................................ Hilary Furlong
Based on the unpublished
short story b y ............................Jane Hyde
Budget..........................................$2,478,561
Cast: John Hargreaves (Neil McAdam). 
Synopsis: A bitter-sweet comedy about love, 
sex and growing up in the sixties.
THE CRICKETER
Prod, company...................................Monroe Stahr
Productions Ltd
Producer................................................. Chris Kiely
Director...................................................Barry Peak
Based on the original idea by.......Barry Peak
Exec, producer......................................Phillip Dwyer
Prod, manager............................... Ray Pond
Prod, accountant...................................Maree Mayall
Budget............................................$690,000
Gauge........................................ Super 16 mm
Synopsis: There’s a stranger in town whose 
skill with a cricket bat is almost unnatural. . . 
he's gotta have a secret.
DARK AGE
Prod, company........... F.G. Film Productions
' (Aust.) Pty Ltd for
International Film Management Ltd
Dist. company.................RKO Pictures Inc.
through Embassy Home Entertainment
Director.................................................... Arch Nicholson
Scriptwriters............................................Tony Morphett,
Sonia Borg, 
Stephen Cross
Based on the novel by..........Grahame Webb
Exec, producers..............Antony I. Ginnane,
William Gavin
Laboratory........................................ Colorfilm
Budget.......................................... $4,808,232
Length........................................... 95 minutes
Gauge...................................................35 mm
Shooting stock..................................Eastman
Synopsis: A huge rogue crocodile terrorises 
the inhabitants of Darwin.
DOT AND THE TREE
Prod, company.....................................Yoram Gross
Film Studio Pty. Ltd.
Producer...............................................Yoram Gross
Director................................................. Yoram Gross
Scriptwriter..............................................Greg Flynn
Animation director................................. Athol Henry
Assoc, producer................................. Sandra Gross
Length................................................75 mins
Gauge..................................................35 mm
Synopsis: Dot and Old Tom, the violin- 
maker, find the spread of a big city threatens 
their lifestyles.
DOT IN CONCERT
Prod, company.....................................Yoram Gross
Film Studio Pty. Ltd.
Producer...............................................Yoram Gross
Director................................................. Yoram Gross
Scriptwriter................................ John Palmer
Assoc, producer................................. Sandra Gross
Length................................................75 mins
Gauge.................................................. 35 mm
Synopsis: Dot and her friends team up for a 
musical special which features a "live”  star 
performer.
8341: THE PYJAMA GIRL MURDER
(Working title)
Prod, company....Ulladulla Picture Company 
in association with 
Casablanca Film Works
Producers................................. John Rogers,
John Wall
Scriptwriters................................... Sue Tate,
John Rogers
Based on the novel by .........Robert Coleman
Prod, designer...........................Darrell Lass
Exec, producer..................... Russell Keddie
Post-production........................Winning Post
Laboratory.............................................. Atlab
Budget.......................................$2.75 million
Length....................................... 120 minutes
Gauge..................................................35 mm
Shooting stock..............................9247,5294
Synopsis: The film is based on the true story 
of the Pyjama Girl Murder. A girl’s body was 
found in Sydney in 1934 and kept in a 
formalin bath at Sydney University, on view 
to thousands of people, until the murder was 
solved in 1944.
FANTASY LOVER
Prod, company.......................Revolve Pty Ltd
Producer...........................................Geoffrey Brown
Director..................................................Derek Strahan
Scriptwriter............................................ Derek Strahan
Based on the original idea
by....................................................... Derek Strahan
Photography..................................... Geoffrey Brown
Editor....................................... Anthony Egan
Laboratory................................................CFL
Budget..............................................$350,000
Length........................................... 90 minutes
Gauge..................................................16 mm
Shooting stock............................ Kodak ECN
Synopsis: A repressed young girl, Jenny, 
lives her life as a series of sexual fantasies. 
She meets the man of her fantasies, 
Quentin, a brilliant research psychologist. 
Quentin involves Jenny in his experiments 
into human sanity, a course that becomes a 
pathway to mutual self-destruction.
FIRESTORM
Prod, company...........................De Roche-
Phelan Rim Prods
Producer....................................Tom Burstall
Director..............................Everett De Roche
Scriptwriter........................ Everett De Roche
Based on the original idea
by........................................... Max Phelan
Photography..........................................David Connell
Sound recordist......................... Gary Wilkins
Editor.......................................... Adrian Carr
Prod, designer...........................Leslie Binns
Composer..............................Bruce Rowland
Exec, producer.......................... Max Phelan
Assoc, producer.................Brian D. Burgess
Prod, manager.......................... John Chase
PRODUCERS
Help us make this Production 
Survey as complete as poss­
ible. If you have something 
which is about to go into pre­
production, let us know and we 
will make sure it is included. 
Call Debi Enker on (03) 
329 5983, or write to her at 
Cinema Papers, 644 Victoria 
Street, North Melbourne, 
Victoria 3051.
Prod, co-ordinators.............. Meredyth Judd,
Jenny Tosi
Cat t in g . . . . . . ................................................ Lee Lamer
Extra«’ casting............    Jo Larrier
Art director.................................. Leslie Binns
................................ Fiona Campbell
teeeW  sheets........................................Chris Murray
W m i M t * ................................................ Jane Hyland
Scenic artist.........................................Robert Mancini
Musical director..................................... Bruce Rowland
Sound editor........................................... Terry Rodman
Still photography........................ Sterio Stills
(David and Lorelei Simmonds)
Publicity............................Bu rson-Marsteller
Budget......................................................... $5 million
Length.............................................. 120 mins
Gauge.............................35 mm anamorphic
Cast: Gus Mercurio (Ugo Mariotti). 
Synopsis: The story of a man’s rise to 
leadership in an emergency, when a 
Dunkirk-style evacuation is used to rescue 
thousands of holiday-makers from a bushfire 
on the Momington Peninsula.
FRENCHMAN’S FARM
Prod, company....................Mavis Bramston
Productions Ltd
Producers........................... James Fishbum,
Matt White
Director............................................ Ron Way
Based on the original screenplay
by..................................................... William Russell
Photography............................Ron Johanson
Composer............................... Tommy T ycho
Exec, producer....................................Colson Worner
Art director.......................................... Richard Rooker
Budget........................................$2.47 million
Length........................................ 95 minutes
Gauge...............................35 mm Panavision
Cast: Tracey Tainsh, David Reyne. 
Synopsis: Jackie knew that she had 
witnessed a murder down on the farm; the 
others were not so sure. But when they 
opened that Pandora’s box, the conse­
quences were horrific for everyone.
GREAT EXPECTATIONS — THE 
AUSTRALIAN STORY
Prod, company................... International Film
Management Ltd.
Dist. company................................. ABC TV/
Hemdale Leisure Corporation
Producers................................................ Tom Burstall,
Ray Alehin
Director......................................................Tim Burstall
Scriptwriter............................................... Tim Burstall
Based on the original idea
by.......................................................... Tom Burstall
Exec, producers.............. Antony I. Ginnane,
Christopher Muir
Assoc, producer...................Sigrid Thornton
Studios.................................ABC TV Studios
at French’s Forest
Laboratory........................................ Colorfilm
Budget...........................................$5,970,077
Length...............................................90 mins
and 6 x 60 mins mini-series
Gauge................................................... 35 mm
Shooting stock..................................Eastman
Scheduled release............... December 1986
Cast: John Stanton (Magwitch), Sigrid
Thornton (Bridget).
Synopsis: The adventures of Magwitch, the 
convict hero of Charles Dickens’s immortal 
classic, in Australia.
JUST US
Prod, company............ Entertainment Media
Pty Ltd
Producer................................................. Peter Beilby
Director................................................Gordon Glenn
Scriptwriter................................................Ted Roberts
Photography................................ Ellery Ryan
Editor....................................................... John Dutton
Exec, producer....................... Robert Le Tet
Prod, co-ordinator................... Christine Hart
Prod, manager................... , ........John Jacob
Casting...........................Liz Mullinar Casting
Laboratory......................................... Cinevex
Length........................................... 95 minutes
Synopsis: A love story based on the book of 
the same name by Gabrielle Carey.
PANDEMONIUM
Prod, company........... K.F.M. Pandemonium
Pty Ltd
Producer.................................Robert Francis
Director..................................Haydn Keenan
Scriptwriters..............................Peter Gailey,
Haydn Keenan
Photography...................... David Sanderson
Sounds music director........ Cameron Allan
Editor.............................................Paul Heaty
Prod, designer....................... Melody Cooper
Cast: Amanda Dole, Candy Raymond, Ian 
Nimmo, David Argue, Richard Moir, Mercia 
Deane-Johns, Henk Johannes, David 
Bracks, Ashley Grenville.
Synopsis: A pagan passion play set under 
and on the shores of Bondi beach, with bulk 
ratbaggery and meaning.
PETER KENNA’S 
UMBRELLA WOMAN
Prod, company........... Laughing Kookaburra
Productions
Dist. company...................Atlantic Releasing
Corporation
Producers..................................... Jan Sharp,
Julia Overton
Director....................................Ken Cameron
Scriptwriter.................................Peter Kenna
Based on the original idea
b y ........................................... Peter Kenna
Photography............................David Gribble
Editor.............................................John Scott
Prod, designer.......................Sally Campbell
Composer.............................. Cameron Allan
Budget........................................$3.5 million
Length........................................100 minutes
Gauge................................................... 35 mm
Cast: Rachel Ward (Marge Hills), Bryan 
Brown (Sonny Hills), Sam Neill (Neville 
Gifford), Steven Vidler (Sugar).
Synopsis: The film tells the story of a woman 
who breaks with convention and defies the 
taboos of an era in the pursuit of self-know­
ledge and sexual fulfilment.
PROMISES TO KEEP
Prod, company........... Laughing Kookaburra
Productions
Producers......................................Jan Sharp,
Ross Matthews
Director..................................................Phillip Noyce
Scriptwriter................................................ Jan Sharp
Budget............................$2.6 million approx.
Synopsis: An exotic romance to be shot on 
locations in Sydney and Bali.
THE ROBOT STORY
Prod, company.....................................Yoram Gross
Film Studio Pty. Ltd.
Producer...............................................Yoram Gross
Director................................................. Yoram Gross
Scriptwriter.............................................. Greg Flynn
Assoc, producer..................................Sandra Gross
Length................................................. 75 mins
Gauge................................................... 35 mm
Synopsis: Set in the future, the film involves 
a group of young people and robots who use 
both primitive and high-tech equipment to 
survive.
SHAME
Prod, company....................Barron Fiims Ltd
Director..................................... Steve Jodrell
Scriptwriters.............. Beverley Blankenship,
Michael Brindley
Exec, producers........................Paul Barron,
UAA
Synopsis: A female lawyer inadvertently dis­
covers the brutal background to an attack on 
a young girl in an Australian outback town. 
Spectacular stunts punctuate this powerful, 
dramatic contemporary story.
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SOMETHING GREAT
Prod, company.................... Boulevard Films
Director................................ Jonathan Hardy
Scriptwriters.......................... Frank Howson,
Jonathan Hardy
Exec, producers....................Frank Howson,
Peter Boyle
Prod, accountant.........................Newell Lock
Budget...................................................... $5.5 million
Length.............................................. 120 mins
Synopsis: The true story of the trials and 
tnumphs of Australia's golden boy of boxing 
who fell from grace as a result of World War 
I’s conscription hysteria and was resurrected 
as a hero, when he died in Memphis, lonely, 
bewildered and reviled at the age of 21.
TERRA AUSTRALIS
Prod, company.....................................Yoram Gross
Film Studio
Producer...............................................Yoram Gross
Director................................................ Yoram Gross
Scriptwriters........................................... Greg Flynn,
Yoram Gross
Photography........................Graham Sharpe
Director of
model design................................. Norman Yeend
Consultant zoologist..................Dr M. Archer
Length................................................ 80 mins
Gauge...................................................35 mm
Synopsis: Based on scientific findings, the 
film is set in prehistoric Australia.
PRODUCTION
COMRADES
Prod, company.............. Skreba Productions
in association with 
David Hannay Productions
Dist. company...................Curzon/Bill Gavin
Producer.................................... Simon Relph
Co-producer...........D a v id H an n ay (A ust r al i a)
Director/Scriptwriter..................................Bill Douglas
Based on the original idea
by............................................................ Bill Douglas
Photography...........................................Gale Tattersall
Sound recordist.......................................Clive Winter
Editor....................................................... Mick Audsley
Prod, designer...................................Michael Pickwoad
Assoc, producer..............................Redmond Morris
Prod, supervisor.......................David Hannay
Prod, co-ordinator.................Vanessa Brown
Prod, manager................................... Charles Hannah
Unit manager....................Steve Macaggnan
Prod, accountant..............Howard Wheatley
(Australia)
Prod, assistant.....................................Bridgit Wilson
1st asst director...............................Redmond Morris
2nd asst director..................... Jake Atkinson
3rd asst director..................... Christine King
Assistant to director.................. Barney Reicz
Continuity............................................. Penny Eyles
Casting..............................................Forecast (Australia)
Lighting cameraman.............. Gale Tattersall
Camera operator....................Gale Tattersall
Focus puller...................................Nick Mayo
Clapper/loader........................................Chris White
Camera assistant............................... Jeremy Gee
Key grip .....................................................Ray Brown
Gaffer..................................Brian Bansgrove
Electrician............................................... Colin Chase
Boom operator...................................Graham McKinney
Art director............................................ Derek Chetwyn
Costume designer.............. Bruce Finlayson
Make-up...................................Elaine Carew
Hairdresser...........................................Cheryl Williams
Wardrobe.................................................Julie Barton
Props buyer...................................Billy Allen
Standby props........................... John Daniell
Art dept asst............................ Toby Copping
Carpenters...............................Con Mustard,
Ken Sexton
Set construction......................Danny Burnett
Stunts co-ordinator............ Peter Armstrong
Wrangler..................................Ray Winslade
Best boy...................................Paul Gantner
Catering.................................. Gut To Lunch
Cast: Vanessa Redgrave (Mrs Carlyle), Alex 
Norton (Silhouettist, McCallum, Witch, Mad 
Photographer, Captain), Jeremy Flynn 
(James Brine), Arthur Dignam (Fop), John 
Hargreaves (Convict), Robin Soans (George 
Loveless), William Ganimara (James Love­
less), Stephen Bateman (Old Stanfield), Phil 
Davies (Young Stanfield), Keith Allen (James 
Hammett), Sir Michael Hordern (Mr Pitt). 
Synopsis: Comrades tells the story of the 
Tolpuddle Martyrs, a group of six Dorset 
farm workers who, in the early 1830s, formed 
one of the world’s first trade unions and in 
doing so were convicted of sedition and 
transported to the penal colony of New South 
Wales. Their plight became a cause celebre 
which finally led to them being pardoned, 
largely as a result of the work of Mr Pitt.
DOT AND THE BUNYIP
Prod, company.....................................Yoram Gross
Film Studio Pty Ltd
Dist. company..........................Cori Films Inc.
Producer...............................................Yoram Gross
Director.................................................Yoram Gross
Scriptwriter..............................................Greg Flynn
Director of photography......... Graham Sharp
Director of animation........................Jacques Muller
Assoc, producer.................................Sandra Gross
Prod, co-ordinator....................................Meg Rowed
Prod, manager................................. Jeanette Toms
Administration........................................ Joan Brown
Prod, accountants.............. Libay de la Cruz,
Peat Marwick Mitchell & Co.
Photography..........................................Ricky Vergara,
Erik Bierens, 
Graham Binding
Animators......................................... Jacques Muller,
Athol Henry, 
Brenda McKie, 
Wal Louge, 
Nick Harding, 
John Burge, 
Stan Walker, 
Andrew Szemenyei, 
Paul McAdam, 
Rowan Smith, 
Bela Szeman
In-betweeners..............................Paul Baker,
Steve Becker, 
Lu Rou, 
Vicky Robinson, 
Maria Haren, 
Domingo Rivera, 
Jan Stephen, 
Judy Howieson, 
Murray Griffin, 
Joanna Fryer, 
Greg Farrugia, 
Hanka Bilyk, 
Roland Chat, 
Clare Lyonette, 
Kathie O’Rourke, 
Paul Stilbal 
Peter McDonald
Layout artists....................... Nobuko Yuasa,
Brenda McKie, 
Jacques Muller
Painting & tracing.................Robyn Drayton,
Mimi fntal, 
Corallee Munro, 
Joseph Cabatuan, 
Paulette Martin, 
Annamaria Dimmers
Backgrounds...............................Amber Ellis,
Sheila Christofides, 
Barry Dean
Special fx painting.................Jeanette Toms
Graphics.........................................Eric David
Asst editor.................................Stella Savvas
2nd asst editor......................Stephen Hayes
Publicity........................... Helena Wakefield,
International Media Marketing Pty Ltd
Laboratory....................................... Colorfilm
Length...........................................75 minutes
Gauge.................................................. 35 mm
Character voices: Robyn Moore, Keith 
Scott.
Synopsis: A circus owner attempts to 
capture a mysterious Bunyip, but Dot and 
her bushland friends attempt to foil his plans. 
Dot soon discovers that the circus is merely 
a front for an international wildlife smuggling 
operation.
DOT AND THE WHALE
Prod, company.................................... Yoram Gross
Film Studio Pty. Ltd.
Dist. company..........................Cori Films Inc.
Producer.............................................. Yoram Gross
Director................................................ Yoram Gross
Scriptwriter............................................. John Palmer
Based on the original idea
by......................................................Yoram Gross
Photography..................................... Graham Sharpe
Director of animation............... RayNowland
Assoc, producer.................................Sandra Gross
Prod, co-ordinator....................................Meg Rowed
Prod, manager............................ Vicki Joyce
Prod, accountants.............. Libay de la Cruz,
Peat Marwick Mitchell & Co.
Administration........................................ Joan Brown
Photography..........................................Ricky Vergara,
Erik Bierens, 
Graham Binding
Animators.................................................Wal Louge,
Nick Harding, 
John Burge, 
Stan Walker, 
Ariel Ferrari, 
Paul McAdam, 
Andrew Szemenyei, 
Bela Szeman, 
Rowen Smith, 
Gairden Cook
In-betweeners........................ ......Paul Baker,
Steve Becker, 
Clare Lyonette, 
Kathie O’Rourke, 
Lu Rou, 
Vicky Robinson, 
Maria Haren, 
Domingo Rivera, 
Jan Stephen, 
Judy Howieson, 
Murray Griffen, 
Joanna Fryer, 
Greg Farrugia, 
Hanka Bilyk
Layout artists........................... Ray Nowland,
Nobuko Yuasa
Painting & tracing................. Robyn Drayton,
' Mimi Intal,
Corallee Munro, 
Joseph Cabatuan, 
Paulette Martin, 
Annamaria Dimmers
Backgrounds........................................Amber Ellis,
Sheila Christofides, 
Barry Dean
Special fx
painting..... Christiana Van der Casseyen,
Jeanette Toms
Graphics................................................... Eric David
Asst editor.................................Stella Savvas
2nd asst editor...................... Stephen Hayes
Publicity........................ Helena Wakefield —
International Media Marketing Pty. Ltd.
Laboratory....................................... Colorfilm
Length................................................ 75 mins
Gauge.................................................. 35 mm
Cast: Character voices: Robyn Moore, Keith 
Scott.
Synopsis: In a desperate bid to rescue a 
whale stranded on a beach, Dot and 
Neptune the dolphin hunt the ocean depths 
s arching for a wise, old octopus called The 
Oracle who knows how to save whales.
RACING
Prod, company................Australian Institute
of Aboriginal Studies
Directors.........David and Judith MacDougall
Director of photography....David MacDougall
Sound recordist...............Judith MacDougall
Editor.................................... Chris Cordeaux
Composed and
performed b y ..................................... Harry Williams
and The Country Outcasts
Prod, assistant.....................................Norma Briscoe
Neg. cutting.........Negative Cutting Services
Mixed at..............................................Hendon Studios,
Tim Curry
Laboratory.......................................Colorfilm
Lab. liaison.............................................Kerry Jenkins
Length......................................................... 85 minutes
Gauge...................................................16 mm
Synopsis: Sunny Bancroft, the Aboriginal 
manager of a cattle station in Northern NSW 
decides to race one of the station’s stock- 
horses at the local picnic races. He and his 
family are drawn more and more into the 
picnic race circuit, sometimes winning, 
sometimes losing.
THE STEAM DRIVEN ADVENTURES 
OF RIVERBOAT BILL
Prod, company.................. Phantascope Ltd
Producer...................................Paul Williams
Director.................................... Paul Williams
Scriptwriter...............................................Cliff Green
Based on the novel by..............................Cliff Green
Photography......................................... Diane Bullen
Sound recordist.....................Brian Laurence
Composer...............................Kevin Hocking
Animation................................Gus McLaren,
Paul Williams, 
Maggie Geddes, 
_ Steven French
Laboratory..........Victorian Rim Laboratories
Length...........................................75 minutes
Gauge.................................... ..............16 mm
Shooting stock..........................Eastmancolor
Cast: Voice overs: Frank Thring, Brian 
Hannan, Hamish Hughes, Beats Horrison, 
Debby Cumming, Ben Williams, Adam 
Williams.
Synopsis: Animated adventure set on the 
Murray River at the turn of the century. 
Riverboat Bill and his crew attempt to protect 
an illegal bunyip from the long arm of the 
law.
3 F.U.K. FM (106.3 ON YOUR DIAL)
Prod, company.....................MS Productions
Producer...................................Martin Burke
Directors...................................Martin Burke,
Steve Evans
Scriptwriters............................ Martin Burke,
Steve Evans
Music..............................................The Pulse
Length................................................ 90 mins
Gauge.......................................Super 16 mm
Synopsis: Super Rat and Ferel (alias James 
Maddock and Doug Hunter) are two popular 
FM disc jockeys who find themselves 
suddenly out of work, and in need of money 
quickly. They implement a series of get-rich- 
quick schemes as well as elaborate cons to 
set up a pirate radio station.
POST-PRODUCTION
AROUND THE WORLD IN 80 WAYS
Prod, company....................................... Palm Beach
Entertainment Pty Ltd
Producers.............................................David Elfick,
Steve Knapman
Director.............................Stephen MacLean
Scriptwriters................... Stephen MacLean,
Paul Leadon
Photography.......................................... Louis Irving
Sound recordist.......................... Paul Brincat
Editor...............................Marc Van Buuren
Prod, designer............................ LissaCoote
Prod, manager................................Catherine Phillips
Knapman
Unit manager.................................... Deborah Cooke
Prod, secretary......................................Perry Stapleton
Prod. Accountant................................Robina Osborne,
Moneypenny Services
1st asst director................................Ian Page
2nd asst director...................................Henry Osborne
3rd asst director.................... Elizabeth Lovell
Continuity.............................................Jackie Sullivan
Producers assistant/
secretary............................................Basla Placheckl
Extras casting........................ Christine King
Lighting cameraman.............................Louis Irving
Camera operator....................................Louis Irving
Focus puller................................. Derry Field
Clapper/loader....................................... Sally Eccleston
Key grip ..................................................Terry Jacklin
Asst grip .....................Rourke Crawford-Flett
2nd unit photography........................Andrew Lesnie
Front projection
photography......................................... Ken Arlidge
Gaffer........................................Reg Garslde
Best boy.................................... Craig Bryant
Electrician........................................Gary Hill
Boom operator........................................ Paul Gleeson
Art dept runner.....................................Rowan McKenzie
Draughtsperson............................... Caroline Polln
Costume designer.......... Clarrissa Patterson
Make-up............................................. Violette Fontaine
Hairdresser........................................Yvonne Savage
Standby wardrobe...............................Barbra Zussino
Ward, buyer...................................... Rosalea Hood
Wardrobe assistant........Philomena Murphy
Props............................................ Sue Hoyle
Props buyer........................................... David McKay
Stanaby props.......................................... Igor Lazareff
Special effects.....................Reece Robinson
Construction manager............................Alan Fleming
Scenic artist.............................................Ned McCann
Signwriter...............................................David Tuckwell
Carpenters............................................Daniel Flowers,
Roland Gewln, 
Geoffrey Leo Howe, 
Peter Longley, 
Christopher Norman, 
David Scott, 
Marcus Smith, 
David Stenning, 
Andrew Tickner,
Standby carpenter...............Maxwell Worrall
Props maker..................................Kim Hilder
Asst editor...............................Vicki Ambrose
Dialogue editor...................Karin Whittington
Editing assistants............Philippa Gallagher,
* Phil Dickson
Sound supervisor................................. Roger Savage
Stunts co-ordinator........................Bob Hicks
Still photography......................William Yang
Security............................... Gary Nicholson
Runner...................................................Maria Phillips
Catering................................................. Kevin Vames
Mixed a t........................................ Soundfirm
Laboratory........................................Colorfilm
Lab. liaison......................................... Richard Piorkowski
Budget....................................... $2.25 million
Length........................................... 90 minutes
Gauge.................................................. 35 mm
Shooting stock.....................................Kodak
Cast: Philip Quasi (Wally), Diana Davidson 
(Mavis), Allan Penney (Roly), Kelly Dingwall 
(Eddie), Gosia Dobrowolska (Ophelia), Rob 
Steele (Moffatt), Judith Rsher (Lotte), Jane 
Markey (Midge), John Howard (Dr Proctor). 
Synopsis: Mavis Davis is off around the 
world on a fast motion package trip. When 
Dad finds out she has been joined by their 
hated next door neighbour Alec Moffatt, long 
dead passions begin to stir. Dad decides to 
chase her around the world — one problem, 
no money. So his sons Eddie and Wally 
assisted by the beautiful nurse Ophelia Cox, 
fabricate a convincing world trip — in his 
own backyard!
AUSSIFIED
Prod, company............... Screencrafts Prods
Producer.............................. Ralph Lawrence Marsden
Director................................ Ralph Lawrence Marsden
Scriptwriter........... Ralph Lawrence Marsden
Photography........Ralph Lawrence Marsden,
' ' Stewart Neale
Sound recordist..........Peter Mandel (Britain)
Composer (in part)...........................Sean Ore
Casting adviser.......................Marcel Cugola
Casting consultants.......The Actor’s Agency,
' Frog Promotions,
Sascha Management
2nd unit photography..................Wilf Watters
(Britain)
Music performed by (in part)..........Sean Ore
& Nuefrunt
Laboratory............................................... VFL
Length................................................ 90 mins
Shooting stock......................................Kodak
Cast: Chris Waters (David), Amanda Mc­
Namara (Wendy), Bronwyn Gibbs (Chrissie), 
Christine Andrew (Claire), Peter Tabor 
(George), Susan Mantell (Stephanie), Martin 
Trainor (Barry), Esme Gray (Bea), Con 
Babanoitis (taxi driver), Margaret Younger 
(disco lady).
Synopsis: Contemporary drama set in 
London and Melbourne.
AUSTRALIAN DREAM
Prod, company...........................Filmside Ltd
Producers.................................. Susan Wild,
Jackie McKimmie
Director................................................ Jackie McKimmie
Scriptwriter...........................................Jackie McKimmie
Based on the original idea
b y ...................................Jackie McKimmie
Photography.......................................Andrew Lesnie
Sound recordist..........................................Ian Grant
Editor......................................Sarah Bennett
Prod, designer........................................Chris McKimmie
Exec, producer....................................... Ross Matthews
Prod, manager..................................... Susan Wild
Location/unit manager.......... Nick Kospartov
Prod, secretary............................... Catherine Bishop
Prod, accountant....................................Brian Tucker
Prod, assistant..................................... Megan Killiner
1st asst director..................................... David Munro
2nd asst director...................................Penny Wall
3rd asst director....................................... Kurt Olsen
Continuity.................................... Linda Ray
Lighting cameraman......................... Andrew Lesnie
Camera operator................................Andrew Lesnie
Focus puller............................................ Colin Dean
Clapper/loader.......................................Chris McKimmie
Key grip..................................... Murray Head
Asst grip.............................................. Joshua Magnus
Gaffer...................................................... Jack Kendrick
Electrician........................................... Joshua Magnus
Boom operator.......................................Bruce Wallace
Art director............................................. Chris McKimmie
Asst art director.................................Stephen Nothling
Make-up.................................................. April Harvie
Hairdresser.............................................. April Harvie
Wardrobe...........................Robyn McDonald
Ward, assistant......................................Marie Platt
Props buyer.......................Henry Kernaghan
Standby props................................... Stephen Nothling
Set decorator.....................Henry Kernaghan
Asst editor....................................Emma Hay
Stunts co-ordinator....................................Phil Brock
Still photography................................... Grant Deardon
Runner...............................................Stephen Barbour
Publicity...........................................Elizabeth Johnson
Film Publicity
Catering............................. In Vogue Catering
Mixed a t..................................................Atlab
Laboratory...............................................Atlab
Lab. liaison........................Bruce Williamson
Budget............................................. $600,000
Length...........................................90 minutes
Gauge.......................................Super 16 mm
Shooting stock..........................Eastmancolor
Cast: Noni Hazlehurst (Dorothy Stubbs), 
Graeme Blundell (Geoffrey Stubbs), John 
Jarratt (Todd), Barry Rugless (Sir Bruce), 
Jenny Mansfield (Tracy), Caine O’Connel 
(Jason), Margaret Lord (Demonstrator), Lil 
Kelman (Sandra), John Kerr (Frank), 
Alexandra Black (Shirley), Jill Loos 
(Barbara).
Synopsis: A contemporary comedy. A witty, 
uncompromising expose of the sexual and 
social mores of life in a typical middle-class 
Brisbane suburb, where all is not what it 
seems.
THE BIG HURT
Prod, company.................... The Big Hurt Ltd
Dist. company........Valhalla Holdings Pty Ltd
Producer...................................... Chris Kiely
Director........................................Barry Peak
Scriptwriters................................ Barry Peak,
Sylvia Bradshaw
Based on the original idea
b y ............................................. Barry Peak
Photography..................................... Malcolm Richards
Sound recordist......................... John Rowley
Editor.....................................................Ralph Strasser
Exec, producer..................................... Phillip Dwyer
Prod, manager................................Ray Pond
Prod, accountant.................................. Maree Mayall
Prod, assistant....................................Janette Deason
1st asst director...................................... Ross Hamilton
Continuity................................................. Salli Engelander
Script editor....................................... Barbara Bishop
Casting........................................ Ian McWha
Clapper/loader............................ Rosie Cass
Camera assistant....................................John Ogden
Key grip ....................................... Noel Mudie
Asst grip.................................................Simon Stewart
Gaffer....................................................... Mike Mato
Boom operator..................Stephen Haggerty
Art director............................ Paddy Reardon
Art dept assistant................. Libbi Bennison
Costume designer.................... Anna Jakab
Make-up.................................................. Karla O’Keefe
Props buyer...............................................Jan Hing
Standby props........................................Brian Lang
Sound editor............................................. Neil Brown
Mixer....................................................... Peter Frost
Still photography................................... Rosie Cass
Best boy..................................... Nicky Payne
Runner....................................... Ange Sartore
2nd best boy........................................... Peter Maizey
Catering.................................................Gavin Waring,
Wolfgang Graf
Mixed at......................Rim Soundtrack Aust.
Laboratory...................................... Cinevex
Lab. liaison................................. Bruce Braun
Budget.............................................$690,000
Length........................................ 97 minutes
Gauge........................................ Super 16 mm
Shooting stock............................Kodak 7291
Cast: David Bradshaw (Price), Lian Lunson 
(Lisa), Nick Waters (McBride), Alan Cassell 
(Blake), Abbe Holmes (Jenny McBride), Julie 
Jones (Wendy), Simon Chilvers (Algernon), 
Syd Conabere (O’Neal), Tommy Dysart 
(Schwartz), John Ewart (Harry Gregory). 
Synopsis: It would have just been the day he 
got out of prison if it weren’t also the day Lisa 
entered his life. Until now he’d just been a 
hard-bitten journo doing time for contempt 
. . .  Lisa dragged him into a sleazy under­
world and a search for a dead man.
BIRDSVILLE
Prod, company.......PBL Productions Pty Ltd
Producer.....................................Brian Rosen
Director.....................................................Carl Schultz
Scriptwriter...........................................Robert Wales
Additional dialogue...........................Bob Ellis
Photography.............................Dean Semler
Sound recordist........................Peter Barker
Editor......................... Richard Francis-Bruce
Prod, designer....................................George Liddle
Composer......................................Chris Neal
Prod, co-ordinator.............. Elizabeth Symes
Prod, manager........................................Carol Hughes
Sydney location manager........Maude Heath
Unit manager............................... Chris Jones
Bourke location manager.........Bevan Childs
Prod, secretary.......................................Rosie Rosen
Prod, accountant.......Moneypenny Services,
Alan Marco
Accounts assistant...............Nicola Rowntree
1st asst director.............. Charles Rotherham
2nd asst director................................ Michael Faranda
3rd asst director...........................Jane Griffin
Continuity........................................... Pamela Willis
Casting.............................................. Forcast,
Michael Lynch
Extras casting...............................Sue Parker
Casting consultants.......................... Forcast
Camera operator................................... David Williamson
Focus puller....................................... Richard Merryman
Clapper/loader....................................... Anna Howard
Key g rip ...................................................Merv McLaughlin
Grip.............................................................Pat Nash
Asst grip............................................... Bryson Davis
Gaffer......................................................John Morton
Electrician.......................................Tex Foote
Art director.........................-.Andrew Blaxland
Design assistants..................Debra Overton,
David Bell
Art dept co-ordinator............ Wendy Huxford
Costume designer.............................. George Liddle
Make-up/hairdresser.. .Lesley Lamont-Fisher 
Make-up/
hairdresser asst............................Elizabeth Fardon
Wardrobe supervisor............................. Anna Wade,
Utopia Road
Standby wardrobe.................................. Julie Middleton
Ward, assistant....................................Andrea Hood
Props.......................................................... Ian Allen
Props buyer............................................Peter Forbes
Standby props.................................... Michael Tolerton
Asst standby props................................... Len Judd
Special effects.......................................Steve Courtney
Special effects asst.............Marcus Gardiner
Set decorator..........................................Brian Edmonds
Scenic artists............................................. Ian Richter,
Peter Collias
Signwriter...............................John Haratzis
Carpenters............................ Brenton Grear,
Alan Good, 
John Kingston, 
Karl Brunken, 
Kevin Kilday, 
Geoff Stacker, 
Alan Brown, 
Bob Paton, 
Denis Donelly, 
Gerald Marr, 
David Young, 
Errol Glassenbury
Set construction.........John Moore (Sydney),
Wayne Allen (Bourke)
Painters................................Martin Bruveris,
Gus Lobb, 
Tony Piliotis
Asst editor.................................. Louise Innes
Sound editor.................................Tim Jordan
Editing assistant....................... Lisa Harrison
Rght co-ordinator...................Glenn Boswell
Still photography.....................Carolyn Johns
Nurse.............................. Jacquie Robertson
Animal consultant......................Heath Harris
Horse master....................Allen Fitzsimmons
Best boy.................................. Allan Dunstan
Runners..................Alison McClymont (unit),
Daniel Morphett (construction)
Unit publicist...............................Annie Page
Catering................................Fillum Catering,
Marike Janavicius
Mixed a t ......................................... Soundfirm
Laboratory........................................ Colorfilm
Lab. liaison......................Richard Piorkowski
Budget..........................................$4.3 million
Length.........................................100 minutes
Gauge...................................................35 mm
Sh oting stock..................................Eastman
Cast: Paul Goddard (Harry), Kathryn Walker 
(Lily), John Wood (Bluey), Paul Chubb (Don 
McKenzie), Lynette Curran (Dora McKenzie), 
Bruce Spence (Purdy), David Slingsby 
(Spence).
Synopsis: The story of Harry Watford, an un­
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likely hero who overcomes hardship, 
emerges triumphant and, in the process, 
pioneers the overland stock route from 
southern Queensland to Adelaide.
CACTUS
Prod, company.............................. Dofine Ltd
Producers............................Jane Ballantyne,
Paul Cox
Director.............................................Paul Cox
Screenplay......................................Paul Cox,
Norman Kaye, 
Bob Ellis
Based on the original idea
b y ..................................................Paul Cox
Photography............................................. Yuri Sokol
Sound recordist..................... Ken Hammond
Editor............................................. Tim Lewis
Prod, designer..............................Asher Bilu
Assoc, producer......... Tony Llewellyn Jones
Prod, manager......................Mllanka Comfort
Unit manager..........................................Erwin Rado
Prod, secretary....................................... Tarni James
Prod, accountant............. Santhana K. Naidu
1 st asst director.................................. Virginia Rouse
Continuity............................................Joanne McLennan
Camera operator........Gaetano N. Martinetti
Focus puller................................. Christopher Cain
Camera assistant.................Brendan Lavelle
Key grip ................................ Paul Ammitzboll
Asst grip.....................................................Ken Connor
Boom operator...................................Graham McKinney
Art director......................................... Lirit Bilu
Make-up....................................Pietra Robins
Wardrobe.......................... Aphrodite Kondos
Asst editor.............................................Adrian Brady
Still photography................................Virginia Rouse
Art dept runner........................................Tiriel Mora
Catering.............................. Cecil B. de Meals
Mixed at................................ Hendon Studios
Laboratory.........................................Cinevex
Lab. liaison.............................................Bruce Braun
Length..........................................................90 minutes
Gauge................................................... 35 mm
Shooting stock.......................................... Fuji
Cast: Isabelle Huppert (Colo), Robert 
Menzies (Robert), Norman Kaye (Tom), 
Monica Maughan (Bea), Peter Aanensen 
(George), Sheila Florance (Martha), Bunduk 
Marika (Bunduk).
Synopsis: A love story between two blind 
people who teach one another to see.
CROCODILE DUNDEE
Producer.................................... John Cornell
Director...................................... Peter Faiman
Photography..............................Russell Boyd
Sound recordist.........................Gary Wilkins
Editor......................................... David Stiven
Prod, designer....................................Graham Walker
Line producer................................ Jane Scott
Assoc, producer......................Wayne Young
Prod, co-ordinator....................... Julie Foster
Prod, manager........................ Peter Sjoquist
Unit manager............................................ Phil Patterson
Prod, secretary................................. Amanda Bennett
Prod, accountants...................................Pieta Hurcum,
Anne Phillips
1st asst director.......................Mark Turnbull
2nd asst director........................Craig Bolles
3rd asst director...................... Peter Voeten
Continuity................................Daphne Paris
Casting........................ Full Cast Consultants
Camera operator......................Peter Menzies
Focus puller........................................... Geoff Wharton
Clapper/loader.................................... Conrad Slack
2nd unit camera
assistant.................................David Pediey
Key grip ..........................................Ray Brown
Asst grips................................. Tony Larkins,
' Stuart Green,
Ian Bird
Genny operator........................Jason Rogers
Gaffer................................. Brian Bansgrove
Electrician....................................Colin Chase
Boom operator........................................ Mark Wasiutak
Art department
co-ordinator..................................... Phillipa Banks
Art department runner........John Paul Lucini
Costume designer............. Norma Mariceau
Make-up..............................Elizabeth Fardon
Hairdresser........................Elizabeth Fardon
Standby wardrobe................................. Suzie Pullen
Ward, assistant..........................................Mel Dykes
Props master.............................Martin O Neil
Model makers............................John Murch,
Kim Hilder
Standby props..................Karen Monkhouse
Special effects........................ Chris Murray,
Dave Hardy
Costume cutter.......................James Watson
Story board artist............................ Sabastian Lakosta
Scenic artist............................................. Billy Malcolm
Carpenters.............................................. Andy Hickner,
Marcus Smith, 
Andy Chauvell, 
Geoff Howe
Construction manager...........................Denis Smith
Asst editor..............................Peter Carrodus
Standby painter.....................Allan Armethec
Stunts co-ordinator....................... Max Aspin
Animal co-ordinator.................................Dale Aspen
Still photography........................................Jim Sheldon
Paul Hogan’s asst..........................Lee Dillo
Nurse...........................Jacqueline Robertson
Trades assistant............................... Matthew Connors
Driver...........................................................Ian Freeman
Helicopter pilot................................Terry Lee
Transport manager.........Jeremy Hutchinson
Mechanic............................................... David Thomas
Best boy.................................................... Paul Gantner
Runner....................................................Kerry Jackson
Publicist..................................................Suzie Howie
Catering.................................................. John Faithfull
Catering asst...................... Steve Warrington
Cast: Paul Hogan (Crocodile Mick Dundee), 
Linda Kozlowski (Sue Charlton), John 
Meillon (Walter Riley), David Gulpilil (Neville 
Bell), Maggie Blinco (Ida), Steve Rackman 
(Donk), Gerry Skilton (Nugget).
Synopsis: Crocodile Mick Dundee is a 
friendly larrikin crocodile hunter from the 
wilds of Australia. He becomes national 
news after he has his leg almost ripped off by 
a giant crocodile, heroically he drags himself 
for a week through croc-infested waters and 
survives to tell the tale. In fact the story gets 
better every time it’s told. Especially by his 
manager/director/partner Wally Riley.
DEAD-END DRIVE-IN
Prod, company......,..Springvale Productions
Pty Ltd
Producer..............................Andrew Williams
Co-producer.............................Damien Parer
Director.....................Brian Trenchard-Smith
Scriptwriter.............................................Peter Smalley
Based on the short story
by.............................................Peter Carey
Photography.............................. Paul Murphy
Sound recordist......................... Leo Sullivan
Supervising editor......................... Alan Lake
Editor.............................................. Lee Smith
Prod, designer....................Larry Eastwood
Composer...............................................Frank Strangio
Prod, co-ordinator......................Judith Ditter
Prod, manager.........................Anne Bruning
Location/unit manager.............. Ian Goddard
Prod, secretary..................Annette Patterson
Prod, accountant................................. Vaierie Williams
Accountant’s assistant..............Michele Day
1st asst director................ Adrian Pickersgiil
2nd asst director..................................... John Titley
3rd asst director........................................ Lisa Harrison
Continuity................................................ Sian Fatouros
Casting........................ Maizels & Associates
Camera operator......................... Kevan Lind
Focus puller................................John Lomax
Clapper/ioader.............................John Platt
Key g rip ..................................Noel McDonald
Asst grips............................. Wayne Marshall,
John Tate
2nd unit photography.............Andrew Lesnie
Gaffer...................................................... Colin Chase
Electrician............................................... Brett Keeping
Boom operator........................Mark Van Kool
Art director............................................... Nick McCallum
Asst art director........................................ Rob Robinson
Costume designer.............................Anthony Jones
Costume designer’s asst.....Shauna Flenady
Make-up..................................... Lioyd James
Hairdresser.........................................Patricia Newton
Standby wardrobe asst..........Devlna Maxwell
Props.........................................................Ray Fowler
Standby props....................................George Zammit
Special effects co-ordinator......Chris Murray
Special effects
choreography....................................... Alan Maxwell,
" Peter Evans
Armourer.............................................. Robert Coleby
Carpenter............................................Andrew Gardiner
Construction manager...............John Parker
Asst editors................................Sue Blainey,
Noeleen Westcombe
Projectionist........................................... Harry Clark
Stunts co-ordinator...................................Guy Norris
Stunts.........................................................Phil Brock,
Arch Roberts, 
Peter West, 
Dee Jones, 
Rocky McDonald, 
Don Vaughn, 
Danny Baldwyn, 
Glen Ruehland, 
Glen Boswell
Safety officer.................................Bob Hicks
Still photography.....................Robbie Gribble
Vehicle co-ordinator................Barry Bransen
Head mechanic......................................Harry Ward
Mechanic’s assistant.............................Peter Gibbs
Best boy....................................... Chris Fleet
Runner.....................................................Mark Abicht
Publicity..................................................... Lyn Quayle
Publicity & Promotion
Catering...............Action Catering and MMK
Nurse.....................................Barbara Mather
Security................................................Danny Norburg
Film school attachment............Michael Sergl
Post-production
facilities........... Film Production Services
Laboratory....................................... Colorfllm
Lab. liaison......................Richard Piorkowski
Lab. assistant.......................................Denise Wolsson
Budget......................................................$2.6 million
Length..........................................................90 minutes
Gauge...................................................35 mm
Shooting stock........................................7294
Cast: Ned Manning, Natalie McCurry, Peter 
Whitford, Ollie Hall, Sandy Lillingstone, Lyn 
Collingwood, Nikki McWaters, Melissa 
Davis, Wilbur Wilde, Brett Climo.
Synopsis: The near future, a harsh world 
where only the cunning and the tough are 
free. A young man becomes part of the cast­
off society and finds himself imprisoned in a 
drive-in.
DEPARTURE
Prod, company............. Cineaust (One 1983)
Limited
Producers........................................ Christine Suli,
Brian Kavanagh
Director................................Brian Kavanagh
Scriptwriter.................................Michael Gurr
Based on the play by ................. Michael Gurr
Photography..................................Bob Kohler
Sound recordist..........................John Rowley
Editor........................................................ Ken Sallows
Prod, designer...........................Jon Dowding
Composer.............................Bruce Smeaton
Exec, producer...........................................Bill Oswald
Prod, supervisor................................. Damian Brown
Unit/location manager..............................Kris Kozlovic
Prod, secretary....................Carmel Johnson
Prod, accountant.............. Pauline Montagna
T.F.C. accounts assistants.......Susan Natoli,
Darren Rodman
1st asst director.......................................Ross Hamilton
2nd asst director.........................Paul Grinder
3rd asst director..................................Wendy Rimon
Continuity............................................Shirley Ballard
Producer’s assistant............ Belinda Toohey
Focus puller.....................................Ian Jones
Clapper/loader......................................Adam Kropinski
Key g rip ..................................Noel McDonald
Asst g rip ...............................................Wayne Marshall
2nd unit photography............. Chris Morgan
Gaffer.......................................Lindsay Foote
Boom swinger.........................................Perry Dwyer
Asst art directors..................Paddy Reardon,
John Bowling
Costume designer.............Aphrodite Kondos
Make-up.................................Deryk De Niese
Standby wardrobe/nurse...Noreen Le Mottee
Standby props/buyer........................ Kay Alty
Asst editor.............................................. Peter McBain
Edge numberer..................................... Karen Weldrick
Sound editors............................Craig Carter,
Frank Lipson
M ixer......................................Gethin Creagh
Still photography.................Jacquie Gardner
Best boy...................................... Jimmy Hunt
Unit runner.................................. Colin Grubb
Art dept runner.......................................Kerry Laws
Studios..........................................Tasmanian Film
Corporation Pty Ltd
Mixed a t ...........................................Colorfilm
Laboratory....................................... Cinevex
Length......................................... 100 minutes
Gauge...................................................35 mm
Shooting stock......................... Eastmancolor 5247
Cast: Patricia Kennedy (Sylvia), Michael 
Duffield (Presley), June Jago (Frances), 
Serge Lazareff (Simon), Sean Scully 
(Bowen), Jon Sidney (Joseph), Sally Cahill 
(Julie), Bettina Welch (Lady Bracknell), Barry 
Quin (Jack).
Synopsis: A drama of relationships under 
pressure. Based on the play 'A Pair Of 
Claws'.
DOT AND KEETO
Prod, company......................... Yoram Gross
Film Studio
Producer......................... ......... Yoram Gross
Director..................................... Yoram Gross
Scriptwriter................................ John Palmer
Photography........................Graham Sharpe
Director of animation............... RayNowland
Photographers.................... Jan Carruthers,
Ricky Vergara
Assoc, producer......................Sandra Gross
Prod, co-ordinator.......................Meg Rowed
Prod, manager........................... Vicki Joyce
Administration............................ Kylie Whipp
Prod, accountant................ Libay de la Cruz,
Peat Marwick, Mitchell & Co.
Animators................................Ray Nowland,
Andrew Szemenyei, 
Ariel Ferrari, 
Nicholas Harding, 
Rowen Avon, 
Paul McAdam, 
Stan Walker, 
John Berge, 
Wal Louge
in-betweeners..............................Paul Baker,
Jenny Barber, 
Mark Benvenuti, 
Rodney Brunsdon, 
Hanka Bilyk, 
Barbara Coy, 
Greg Farrugla, 
Murray Griffin, 
Max Gunner, 
Debbie Horne, 
Joseph Cabatuan, 
Domingo Rivera, 
Wayne Kelly. 
Sarah Lawson, 
Julie Peters, 
John Robertson, 
Vicky Robinson, 
Jan Stephen, 
Bela Szeman
Painting & tracing..................Robyn Drayton,
Mimi Intai, 
Corallee Munro, 
Joseph Cabatuan
Backgrounds................................Amber Eilis
Graphics...................................... Eric David
Special fx ................................Jeanette Toms
Asst editor.................................Stella Savvas
Publicity....................Helena P. Wakefield —
International Media Marketing
Laboratory........................................Colorfilm
Length...........................................80 minutes
Gauge...................................................35 mm
Synopsis: After shrinking to insect size, Dot 
finds herself In a terrifying world of huge 
spiders and massive ants. Desperately, she 
and her friend, Keeto the Mosquito, hunt for 
the magic bark that will return her to her 
normal size.
FREE ENTERPRISE
Prod, company................. B & D Productions
Pty Ltd
Producer................................................Geoff Burrowes
Director....................................................John Dixon
Scriptwriter.............................................. John Dixon
Based on the original idea
by.........................................................John Dixon
Photography..........................Keith Wagstaff
Sound supervisor...................Terry Rodman
Sound recordist............... John Schiefeibein
Editor......................................................... Ray Daley
Prod, designer...........................................Les Binns
Exec, producer......................Dennis Wright
Prod, supervisor.................................... Karen McKenna
Prod, co-ordinator............................Jan Stott
Prod, manager........................................... Bill Regan
Prod, assistant.......................................Lydia Cover
Location manager.....................................Phil McCarthy
Asst location manager.............................Stan Leman
Prod, accountant........Managecomp Pty Ltd,
Stan Seserko
Financial controller................................. John Kearney
Financial adviser......................................Kent Lovell
1st asst director........................................ Bob Donaldson
2nd asst director............................ Ian Kenny
3rd asst director.............................Don Keyte
Continuity......................................... Christine Lipari
Producer’s assistant................................. Joy Souter
Camera operator.....................................John Haddy
Focus puller............................................David Stevens
Clapper/loader.......................................... Lee Parker
Trainee..................................Magnus Mansie
Key g rip ..........................  David Cassar
Asst grips............................................ Marcus McLeod,
Ian (Jo) Jury
Special fx
photography............ Visual Effects Pty Ltd
Gaffer...................................................... Colin Williams
Tracking vehicle operator........Brian Bosisto
Electrician................................ Guy Hancock
Gene operator..................................... Steven Bickerton
Boom operator....................................... Grant Stuart
Trainee...............................................Jennifer Horton
Asst art director......................................David O’Grady
Make-up supervisor...............................Fiona Campbell
Make-up assistant...................................Anna Kapinski
Hairdresser.............................................Daryl Porter
Make-up bus driver..............................Kelvyn O'Brien
Wardrobe supervisor............................Jenny Arnott
Ward, co-ordinator.....................................Viv Wilson
Ward, assistant..................Michelle Leonard
Standby wardrobe................. Frankie Hogan
Props co-ordinator....................... Krys Porter
Props buyer................. „ ........Stuart Menzies
Standby props.......................... Chris James
Art dept runner....................... Ross Newman
Special effects............. Visual Effects Pty Ltd
Fx co-ordinator.........................Brian Pearce
Fx assistants..................... Jamie Thompson,
Peter Stubbs, 
Geoff Little, 
Steve Pearce, 
Peter Armstrong
Set decorators....................................... Peter Kendall,
Barry Kennedy
Scenic artist..............................................Kate Joyce
Painter......................................................Alan Sims
Set construction.................................... Bruce Michell,
Ron Michell, 
Mai Punton, 
Murray Wilson
Asst editor...............................................Gary Woodyard
Stunts co-ordinator.................................Chris Anderson
Stunts....................... New Generation Stunts
Safety supervisor.......................Peter Culpan
Still photography.................................... Greg Noakes
Transport co-ordinator.......Campbell Burdon
Mechanic.....................................................Bill Heller
Best boy..................................... Greg Wilson
Runner.....................................................Rick Lewis
Nurse.............................................. Rosemary Rogerson
Catering...............................................Richard Roques
Mixed a t.........................................Soundflrm
Budget......................................... $6.6 million
Length........................................................100 minutes
Gauge...................................................35 mm
Shooting stock.............................Kodak ECN
Cast: Jon Blake (Dave), Mark Hembrow 
(Peter), Nikki Coghill (Jill), Terry Donovan 
(Bangles), Warwick Sims (Martin), Gerard 
Kennedy (Big Jim), Toni Lamond (Mum), Bill 
Kerr (Gilman), Barry Hill (Sir Julian), Patrick 
Ward (Mulcahy), Peter Whitford (Terry). 
Synopsis: An action/thriiler/comedy.
THE FRINGE DWELLERS
Prod, company.....................Fringe Dwellers
Productions Pty Ltd
Producers............................Bruce Beresford,
Sue Milliken
Director.................................................. Bruce Beresford
Scriptwriter............................................ Bruce Beresford
Based on the novel b y ..................Nene Gare
Photography.............................................Don McAlpine
Sound recordist....................... Max Bowring
Editor........................................Tim Wellburn
Prod, designer....................................Herbert Pinter
Exec, producer...................................Damien Nolan
Prod, co-ordinator............. Rosemary Probyn
Prod, manager.......................................Helen Watts
Unit manager............................Phil Urquhart
Director’s asst..................... Katherine Shaw
Prod, accountant..........................Anne Galt,
Moneypenny Services
Prod, assistant runner...... Sandy Hoffensetz
1st asst director....................................... Mark Egerton
2nd asst director......Carolynne Cunningham
Continuity.................................................... Jo Weeks
Extras casting..........................................Kate Ingham
Focus puller............................. Warwick Field
Clapper/loader........................................Chris Cole
Key grip ..................................................... Phil Shapiera
Asst grip.............................................. Mitchell Logan
Gaffer................................................... Robbie Young
Boom operator..........................................Eric Briggs
Art director.................................Stewart Way
Make-up.....................................Viv Mepham
Asst make-up..........................Georgina Bush
Wardrobe................................................. Kerri Barnett
Ward, assistant.....................................Judith Parker
Props buyer........................... Helen Macaskill
Standby props...................................... Louise Carrigan
Carpenter................................................Dave Thomson
Construction manager........................ Wilfred Flint
Sound editor...........................................Penn Robinson
Editing assistant.................................Jeanine Chialvo
Still photography..............Robert McFarlane
Best boy................................................ Laurie Fish
Runner.....................................................Mark Bishop
Catering.................................................. John Faithfull
Laboratory........................................ Colorfilm
Gauge...................................................35 mm
Shooting stock...................................... Kodak
Cast: Kristina Nehm (Trilby), Justine 
Saunders (Mollie), Bob Mazza (Joe), Ernie 
Dingo (Phil), Kylie Belling (Noonah), Kath 
Walker (Eva), Dennis Walker (Bartie). 
Synopsis: A contemporary film about an 
Aboriginal family.
4ZZZ-FM: THE MOVIE
Prod, company...................... Johnny La Rue
Enterprises
Dist. company............Creative Broadcasters
Producer................................ Johnny La Rue
Director...................................Johnny La Rue
Scriptwriter............................. Johnny La Rue
B sed on the original idea
b y ........................................................... Jim Beatson
Photography................................Allan Ward,
Liz Willis
Sound recordist........................................ Paul Scott
Editor......................................Johnny La Rue
Prod, designer........................... David James
Composer...........................................Cynthia Irvine
Exec, producer.......................................Linda Carolli
Assoc, producer.................Clifford Clawback
Prod, supervisor.......................John Stanweli
Prod, co-ordinator....................................... Jo Forsythe
Prod, manager........................Liz Armstrong
Unit manager..........................Johnny La Rue
Prod, secretary...................................Danielle Bond
Prod, accountant.....................................Buck Samrai
Pr , assistant............................Geoff Kelly
1st asst director...........................Bo St. John
2nd asst director....................................Martin Fraser
3rd asst director..........................Anne Jones
2nd unit director.....................................Helen Hambling
Continuity............................... Neville Cohen
Script assistant........................Allan Peterson
Producer's assistant..............Fiona McLeod
Casting................................................... Denis Reinhardt
Casting consultants ...Creative Broadcasters
Lighting camerawoman............Debra Beattie
Camera operator....................Mark Bracken
Focus puller.........................................Michael Finucane
Clapper/loader......................................Penny Glass
Camera assistant....................................Allan Ward
Key grip...................................Johnny La Rue
Asst grip ..................................Johnny La Rue
2nd unit photography................ Julie Goodall
Special fx photography.............John Travers
Gaffer.............................................LeeBiolus
Electrician......................................... Mother’s Lightwprks
Boom operator............................................Bill Reiner
Art director................................Forgan Smith
Asst art director.........................Ian Nicholson
Make-up.............................................F. Sharp
Hairdresser.......................................... Murray Alexander
Wardrobe..................................................... St. Vinnies
Props....................................................... 4777 Studios
Props buyer......................... Russell Williams
Standby props.................... - ......Tim Gruchy
Special effects...........................John Travers
Choreography...........................................Deb Corbett
Set decorator.......................................Michael Barnett
Carpenter................................................Kevin Hayes
Set construction...................... Allan Langdon
Asst editor.......................................David Pyle
Neg. matching........................................ Doug Marx
No. of shots....................................... ......2416
Musical director..........................................Bill Reiner
Mu ic performed
b y .............................Local Brisbane bands
Sound editor...........................................Denis McDermott
Editing assistant..................................... David Cook
Mixer........................................................ Tony Biggs
Asst m ixer...........................................Hayden Thompson
Stunts co-ordinator................................Steve Stockwell
Stunts......................................................4ZZZ Collective
Narrator....................................................John Woods
Still photography................................. Nathan Frase
Animation............................... Johnny La Rue
Opticals....................................................Jane Grigg
Ti le designer............................................Eari
Dialogue coach......................................Helen Hambling
Tech, adviser..........................................Carol Ferrier
Wrangler.......................................... John Grif
Mechanic................................................ Doug McCallum
Best boy..............................................Stephen McKerras
Runner....................................................... Jim Beatson
Publicity................... Lifestyle Enhancement
Unit publicist.......................................... Frank Knight
Catering.............................................. Trisha’s
Studios......................Creative Broadcasters
Mixed a t............................ 4ZZZ-FM: Studio II
Budget.................................................. $4,500
Length.......................................................... 45 minutes
Gauge...................Super 8, for video release
Shooting stock.......................................Kodak
Cast: Jim Beatson, Helen Hambling, Stuart 
Matchette, Frank Knight, Danielle Bond, 
Juiie Goodall, Anne Jones, Johnny La Rue, 
Joh  Woods, David Aberdeen.
Synopsis: Australia's most successful 
public broadcaster, 4ZZZ-FM, ten years on. 
Who are they? Why are they doing it, and to 
whom? A documentary exploring the past 
and future of public broadcasting in Queens­
land.
GOING SANE
Prod, company................Sea-Change Films
Pty. Ltd.
Producer.................................Tom M. Jeffrey
Director...............................................Michael Robertson
Scriptwriter..............................................John Sandford
Based on the original idea
by..........................................................John Sandford
Photography............................................Dean Semler
Sound recordist....................Syd Butterworth
Editor.................................... Brian Kavanagh
Prod, designer.................................. Igor Nay
Composer...............................Cameron Allan
Exec, producer.......................John Sandford
Prod, manager........................................ Tony Winley
Prod, co-ordinator.................................Margo Tambiyn
Unit manager..............................................Tic Carroll
Location manager..................................David Malacari
Prod, accountant.........................................Jill Coverdale
Prod, assistant............................Donna Willis
1 st asst director.......................................Colin Fletcher
2nd asst director.................................. Murray Robertson
3rd asst director............................... Elizabeth Lovell
Continuity.....................................................Jo Weeks
Producer’s assistant.......... Christine Gordon
Casting.........................................Faith Martin
Extras casting............................................Sue Parker
Camera operator....................................David Williamson
Focus puller........................................Richard Merryman
Clapper/loader.......................................Garry Phillips
Key g rip ...........................Merv McLaughlin
Asst grip..................................................... Pat Nash
Gaffer...................................................... John Morton
Electricians....................Darren McLaughlin,
Dean Bryan
Boom operator................................. Sue Kerr
Asst art director........................................ Sam Trumble
Costume designer.......................Jan Hurley
Make-up.......................................Viv Mepham
Hairdresser..................................Joan Petch
Stand-by wardrobe..................................Julie Middleton
Props buyers............................................ Peta Lawson,
Jane Johnston
Standby props....................... Alison Goodwin
Asst editor.............................................. Peter McBain
Sound mixers.................. Julian Ellingworth,
Michael Thomas
Still photography..................................Robbie Gribble
Best boy...................................................Alan Dunstan
Runner......................................................Bizzi Bodi
Publicity..................................................Ingrid Berg
Catering.............................Marike Janavicius
Mixed a t..................................................Atlab
Laboratory................................Atlab Australia
Lab. liaison....................... Bruce Williamson
Budget..........................................$2.1 million
Length........................................................ 100 minutes
Gauge................................................... 35 mm
Shooting stock......................... Eastmancolor
Cast: John Waters (Martin Brown), Judy 
Morris (Ainslie Brown), Linda Cropper (Irene 
Carter), Kate Raison (Nosh), Frank Wilson 
(Sir Colin Grant), Jim Holt (Irwin Grant), 
Anne Semler (Marta Owen), Tim Robertson 
(Owen Owen), Mervyn Drake (Alistair), 
Maggie Blinco (Miss Griffiths).
Synopsis: Going Sane is a comedy about a 
man's obsession with the passing of time.
KANGAROO
Prod, company......................Naked Country
Productions Ltd
Dist. company........... Fiimways Australasian
Distributors Pty Ltd
Producer....................................Ross Dimsey
Director............................. .......... Tim Burstall
Scriptwriter.................................. Evan Jones
Based on the novel b y .......... D.H. Lawrence
CINEMA PAPERS January — 49
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COMPOSERS: GARRY McDONALD -  LAURIE STONE
C redits In clud e:
“Taurus Rising '
"The Uitle Fella"
"Air Hawk"
"Outbreak of Hostilities' 
"Second Time Lucky"
" '  ‘ r .y  ! h  ccs  
"Robbery Under Arms" 
"The Henderson Kids'- 
"Butterfly Island" 
‘Playing Beatie Bow 
"1 Live With Me Dad" 
"Coopers Crossing" 
"The Far Country"
T.V. Series 
Telefeature 
Telefeature 
Teiefeature
Feature
TV Mini-Series 
Feature 
T.V. Series 
T.V. Series 
Feature 
Feature 
T.V. Series 
T.V. Mini-Series
7 6  Brunswick S treet
Fortitude Valley Q* 4006 
«35 ' ' .
(07) 52 4259 
(07) 351 1435 A /h
THE COMPLETE SOUND 
POST PRODUCTION FACILITY
■  DOLBY STEREO MIXING THEATRE 
WITH T.H.X. MONITORING ■  HIGH 
SPEED POST SYNCING STUDIO FOR 
EFFECTS AND DIALOGUE REPLACE­
MENT ■  STEREO MIXING ROOM 
FOR TV PROGRAMS AND COMMER­
CIALS ■  FILM TO VIDEO TAPE 
TRANSFERS 16mm, 35mm AND 
ANAMORPHIC ■  FULLY EQUIPPED 
EDITING ROOMS B A  SOUND 
DESIGN SERVICE TO SUPERVISE 
YOUR SOUNDTRACK FROM SCRIPT 
TO SCREEN.
169 BANK STREET, SOUTH MELBOURNE, 3205, VIC. (03) 690 8488.
FRINGE
1986 Adelaide Festival Fringe 
Feb 21-Mar 23
Presents the best o f the independents in the 2nd 
Fringe Festival o f Independent Film
FRINGE FILM WEEK
Feb 22-Mar 1, 1986
Hindley Cinema 3, Hindley Street, 
Adelaide
featuring the $1000 Greater Union Award for 
Best New Film
Program launch January 25.
See program for booking details.
Further information (08) 211 7899.
□
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35mm &  16 mm Negative Cutting
CHRIS ROWELL PRODUCTIONS
T H E  E ILA 4 ¡R E JU V E N A T IO N  C E N T R E
Ine. in N.S.W.
24 Carlotta St 
Artarmon N.S.W. 2064 (02) 439 3522
SCRATCH REMOVAL and CLEANING of 35mm and 16mm
NEGATIVE, POSITIVE AND REVERSAL FILM by the latest
process available from the U.S.A.
★  No m essy coating  rem ains on the film  after trea tm ent
★  Film can be subsequen tly  wet printed, u ltrason ica lly  
cleaned, sp liced, p ro jected or handled in the usual m anner
★  Ideal fo r negative  or positive  film  tha t w ill be transferred  to 
v ideotape
★  4d per foot —  35m m  prin ts 
3d per foot —  16mm prints 
Price list availab le
REPAIR SERVICE ALSO AVAILABLE
Call LEONIE DONOVAN for further information 
(02) 427 2585 or a.h. 653 2494 
UNIT 5E1, 1 LINCOLN STREET, LANE COVE WEST, 
N.S.W. 2066
i f lû f l
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ine service 
ompact video
6 9 9  6 9 9 9
FOR ALL YOUR 
FILM & VIDEO TAPE 
REQUIREMENTS
WE ARE 
CURRENTLY 
CELEBRATING 
OUR 38TH 
YEAR OF 
SERVICE TO 
THE
DISCERNING 
USER OF OUR 
SKILLS
235 Moray Street, 
South Melbourne
Production Survey
Photography..............................................Dan Burstall
Sound recordist............................ Paul Clark
Editor..................... Edward McQueen Mason
Prod, designer....................................... Tracy Watt
Exec, producer....................Introndie Pty Ltd
Prod, co-ordinator...............Jennie Crowley
Prod, manager....................................... Darryl Sheen
Location manager..................................... Neil McCart
Unit manager...................................... Michael Batchelor
Prod, office runner..............................Melissa Wiltshire
Prod, accountant........................................Jim Hajicosta
Secretary...................................... Helen Ritt
1st asst director.....................................Stuart Freeman
2nd asst director.......................Stephen Saks
3rd asst director......................................... Ian Freeman
Continuity............................. Judy Whitehead
Assistant to the producer.............Kiki Dimsey
Casting..........................................Greg Apps
Focus puller............................................Harry Glynatsis
Clapper/loader.........................................Greg Harrington
Key grip ....................................................Greg Wallace
2nd grip................................................Richard Aliardise
Gaffer.......................................................... Ian Dewhurst
Electrician.................................................Nick Payne
Boom operator...................................Stephen Haggerty
Art dept manager......................... Robert Leo
Costume designer........................ Terry Ryan
Make-up.......................................... Joan Hills
Hairdresser............................... Paul Pattison
Wardrobe supervisor.............James Watson
Head cutter............................................Sheryl Pilkinton
Cutter/machinist.......................................Kate Wilson
Standby wardrobe............Lucinda McGuigan
Props buyer........................................... Phillip Eagles
Standby props..........................................John Stabb
Set dresser.................................................. Jill Eden
Carpenter................................................Peter Hem
Construction manager...........Gerry Powderly
Stunt co-ordinator....................................Glen Boswell
Still photography............................... Vladimir Osherov
Wrangler....................................... John Baird
Best boy........................................Lex Martin
Runner................................... Michael Rumpf
Catering................................. Wolfgang Graf
Studios...........................HSV Channel Seven
Nurse.................................................. Victoria Sullivan
Laboratory......................................... Cinevex
Lab. liaison............................................. Bruce Braun
Budget...................................................... $3.3 million
Length........................................................ 120 minutes
Gauge............................35 mm anamorphic
Shooting stock......................... Eastmancolor
Cast: Colin Friels (Somers), Judy Davis 
(Harriet), John Walton (Jack), Julie Nihill 
(Vicki), Hugh Keays-Byrne (Kangaroo), Peter 
Hehir (Jaz), Gerard Kennedy (Struthers). 
Synopsis: Richard and Harriet Somers 
leave exhausted post-war Europe for a new 
and freer world. In Australia they meet and 
become involved with Kangaroo, the awe­
some leader of a political group called the 
^Diggers. The consequences are disastrous. 
Based on the novel by D.H. Lawrence in 
which Lawrence explores his. political past 
and the sources of power in individuals, 
marriage and society as a whole.
MAKING WAVES
(Formerly Wind Rider)
Prod, company....................Barron Films Ltd
Dist. company.....................Barron Films Ltd
Producer...................................................Paul Barron
Director....................................Vince Monton
Scriptwriters...................Everett De Roche,
Bonnie Harris
Photography............................Joe Pickering
Sound recordist.......................................Mark Lewis
Editor.............................................. John Scott
Composer...............................................Kevin Peak
Exec, producer.........................................Paul Barron
Assoc, producer...................................Bonnie Harris
Prod, supervisor.......................................Terri Vincent
Prod, co-ordinators............Lesley Thomson,
Roz Berrystone
Unit manager........................Susie Campbell
Prod, accountants......... Richard Goldsmith,
Eric Sankey
1st asst director..................................... Steve Jodrell
2nd asst director.......................................Alex Dixon
3rd asst director................... Peter Armstrong
Continuity............................ Chris O'Connell
Casting..................................Michael Lynch
2nd unit photography..... George Greenough
Focus puller......................... Laurie Kirkwood
Clapper/loader........................................ Mark Zagar
2nd unit camera................. Simon Akkerman
Key g rip ..............................Karel Akkermann
Asst g rip ................................................. David Cross
Special fx
photography.............. Ron & Valerie Taylor
Gaffer......................................................Geoff Maine
Boom operator......................Jack Friedman
Art director............................Phil Monaghan
Asst art director......................................... Phil Peters
Art dept assistant....................................Heinz Boeck
Costume designer................................... Noel Howell
Make-up................................Liddy Reynolds
Hairdresser........................... Liddy Reynolds
Wardrobe.................................. Noel Howell,
Denise Napier
Props buyer..........................Trevor Kerslake
Asst set dresser................... Michelle French
Construction manager........David Boardman
Construction engineer.........Matthew Nelson
Carpenters............................Mike Wilkinson,
Mike Vivian
Asst editor.................................Liz Goldfinch
Painters.................................... John Gibson,
Lee Houston
Sound editor................................... Greg Bell
Stunts co-ordinator......................PeterWest
Model maker.................................Bill Dennis
Still photography.................. Peter Flanagan
Runner.................................. Glenn Williams
Safety officer.............................Art Thomson
Catering..............................Mustard Catering
Mixed a t...................................................Atlab
Laboratory............................................... Atlab
Lab liaison.........................Bruce Williamson
Budget.......................................................$2.5 million
Length......................................... 100 minutes
Gauge................................................... 35 mm
Shooting stock.................................. Eastman
Cast: Tom Burlinson (PC), Nicole Kidman 
(Jade), Bud Tingwell (Simpson Senior), Jill 
Perryman (Miss Dodge).
Synopsis: Making Waves is a fast-moving 
contemporary comedy/romance about two 
people whose lifestyles are as different as
night and day. A celebration of wind, waves 
and love. A movie of music and action, 
including all the colour and excitement of 
windsurfing’s most spectacular activity — 
wave-jumping.
MALCOLM
Prod, company.......... Cascade Films Pty Ltd
Producers..............................................Nadia Tass,
David Parker
Director......................................... Nadia Tass
Scriptwriter.................................David Parker
Photography.................... ......... David Parker
Sound recordist............................Paul Clark
Editor.........................................................Ken Sallows
Composer................................................. Paul Coppens
Exec, producer.......................................Bryce Menzies
Assoc, producer...................Timothy White
Prod, co-ordinator..................................Lynda House
Unit manager......................................... Chris Haywood
Prod, accountant.................................Pauline Montagna
1st asst director...................................... Tony Mahood
2nd asst director.......................................Paul Grinder
3rd asst director..................................... Derek Watkins
Continuity............................................Karinda Parkinson
Producers assistant...........Debra Goldsmith
Focus pu ller..............................................Rex Nicholson
Clapper/loader........................................Leigh Parker
Key grip ...............................Brendan Shanley
Asst gnp.....................................................Ken Connor
Gaffer........................................Robbie Young
Boom operator....................................... Steve Haggerty
Make-up...................................................Sally Gordon
Wardrobe........................ Lucinda McGuigan
Props buyer.....................Steve Jones Evans
Standby props.......................................Martin Perkins
Special effects.......................................Visual Effects
Carpenter........................................Ian Me Lay
Asst editor.................................Simon James
Sound editors.........................................Craig Carter,
Dean Gawen
Editing assistant....................................... Sue Lambshed
Mixer...................................................... Roger Savage
Stunts co-ordinator.....................................Bill Stacey
Still photography.................................... Greg Noakes
Best boy....................................... Laurie Fish
Runner.............................Veronica Maughan
U it publicist..............................Kerry O’Shea
Catering.................................................... Rod Murphy
Mixed a t ........................................ Soundfirm
Laboratory..........................................Cinevex
Budget.............................................. $999,000
Length..........................................................90 minutes
Gauge................................................... 35 mm
Shooting stock.......... Kodak Eastmancolor
Cast: Colin Friels (Malcolm), John Har­
greaves (Frank), Lindy Davies (Judith), Chris 
Haywood (Willy), Beverley Phillips (Mrs 
Tamarack), Bud Tingwell (Supervisor), 
Heather Mitchell (Barmaid), Judith Stratford 
(Jenny).
Synopsis: The apparently simple Malcolm 
Hughes loses his job at the tram depot after 
building himself a one-man tram and taking 
to the streets. His enforced poverty leads to 
his mechanical ability being used in a series 
of eccentric crimes.
MY COUNTRY
Prod, company..........Warhead Films Pty Ltd
Producers............................................. Angus Caffrey,
Ali Kayn
Director.................................................Angus Caffrey
Scriptwriters.........................................Angus Caffrey,
Ali Kayn
Based on the original idea
b y ...................................................... Angus Caffrey
Photography..............................................Ray Boseley
Sound recordist...............................Peter Falk
Editor................................. Clayton Jacobson
Composer.......................................... Stephen Bates
Assoc, producer...................................... Cam Lappin
Prod, manager............................................ Ali Kayn
Unit manager.............................................. Ali Kayn
1st asst director....................................... Paul Caffrey
2nd unit director........................................ Ray Boseley
Casting.......................................... John Flaus
Lighting cameraman................................ Ray Boseley
Camera operator...................................... Ray Boseley
Focus puller................................................ Jo Bell
Clapper/loader............................................ Jo Bell
Camera assistant........................................Jo Bell
Key grip...............................................Michael Roof
Asst g rip ......................................Paul Caffrey
Electrician...........................................Andrew Murphy
Boom operator...................................... Derek Newman
Art directors................................................ Ian Cameron,
Chris Hubbard
Wardrobe.............................Shelley Simpson
Neg. matching............................ Ursula Jung
Musical director................................. Stephen Bates
Sound editor..............................................Ray Boseley
Narrators.....................................John Flaus,
Richard Hutson
Still photography.............................Ali Kayn,
' Cam Lappin
Catering......................... The Director’s Mum
Budget............................................. $336,000
Length.........................................80 minutes
Gauge...........................................................16 mm
Shooting stock............................Kodak 7291
Cast: John Fiaus (Danby, Danby, Danby and 
Danby), Susanna Lobez (Angela Jeffries), 
Frank Percy (Milton Stephenson), Richard 
Hutson (Edmund Montague), Susue Arnold 
(Marjorie Allsop), Don Munro (Grandad), 
Denzil Howsen (Governor-General), David 
Grey (Clerk of Courts), John Howard (David 
Silverman), Andrew Bone (Christopher 
Columbus), Lee Harding (The Surgeon). 
Synopsis: The true story of the discovery of 
Australia. Sort of.
PLAYING BEATIE BOW
Prod, company..........SAFC Productions Ltd
Dist company........................................... CEL
Producer.................................................. Jock Blair
Director................................ Donald Crombie
Scriptwriters................................. Irwin Lane,
Peter Gawler
Based on the novel by............................. Ruth Park
Photography........................ Geoff Simpson
Sound recordist.......................Rob Cutcher
Editor....................................Andrew Prowse
Prod, designer........................George Liddle
Composers..........................Garry McDonald,
Laurie Stone
Assoc, producer.....................................Bruce Moir
Prod, supervisor............ Pamela H. Vanneck
Prod, co-ordinator..................... Barbara Ring
Unit manager............................................Ron Stigwood
Prod, accountant.....................................John Burke
1st asst d irector............... Philip Hearnshaw
2nd asst d irector.......................Judith Drtter
3rd asst director........................ Vicki Sugars
Continuity.....................................Ann Walton
Producers assistant..............................Chris Howard
Casting......................................Audine Leith
Casting consultants.... Maizels & Associates
Camera operator.................. David Foreman
Focus puller..............................Martin Turner
Clapper/loader................. David Wolfe-Barry
Trainee camera assistant............................Jo Murphy
Key grip ..................................................Robin Morgan
Asst grips...................................................Jon Goldney,
“ Rod Bolton
2nd unit photography............................ David Graham
Steadicam operator.................................... Ian Jones
Special fx photography....................... Mirage
Gaffer....................................................Trevor Toune
Electrician...............................................Keith Johnson
Boom operator......................................Shane Walker
Trainee boom operator.............Scott Heysen
Art director.......................................... Andrew Blaxland
Design assistants................................... Nicki Roberts,
~ Vicki Niehus
Art dept co-ordinator.............Wendy Huxford
Art dept runner........................................ John Collias
Make-up..................... Lesley Lamont-Fisher
Hairdresser.............................................Sash Lamey
Wardrobe supervisor..............................Anna Wade
Ward, assistant........................................Jean Turnbull
Ward, standby........................................Peter Bevan
Asst ward, standby................................Kathy Herreen
Props buyer/set dresser.......Brian Edmonds
Props buyer..................Christopher Webster
Standby props.........................................Liam Liddle
Asst standby props.................................Peter Davies
Special effects........................................Chris Murray,
David Hardy, 
John Armstrong
Movement coach................................ Michael Fuller
Scenic artists..............................................Ian Richter,
Peter Collias
Construction
managers...............John Whitfield-Moore,
Wayne Allen
Asst editor............................................ Denise Haratzis
2nd asst editor........................................... Pip Karmel
Sound editors........................................Frank Lipson,
Glenn Newnham
As t sound editors............Yvonne Van Gyen,
Sarah-Jane Van Gyen, 
Cate Dowd, 
Leah Kennewell
Foley....................................................... Dean Gawen
Music mixer............................................ Peter Smith
Mixer.................................................... James Currie
Stunts co-ordinator...............................Glenn Boswell
S tunts....................................................Glenn Boswell,
Ric Bowe, 
Tim Perry, 
Mike Read
Still photography....................................Greg Noakes
Dialogue coach...................................Audine Leith
Voice coach.........................................Edward Caddick
Animal handler........................................Luke Hura
Storyboard artist.....................................Scott Hartshorne
Tutor..........................Colleen Van Der Horst
Best boy.............................................. Werner Gerlach
Runner.................................................. Mason Curtis
Publicity.................... Suzie Howie Publicity
Catering.................................................Frank Manley
Studios............................................... Hendon Studios
Mixed a t.............................................. Hendon Studios
Laboratory........................................ Colorfilm
Lab. liaison..........................................Richard Piorkowski
Budget...................................................... $4.4 million
Length..........................................................90 mins
Gauge...................................................35 mm
Shooting stock...................................... Kodak
Cast: Peter Phelps (Judah), Imogen 
Annesley (Abigail), Mouche Phillips (Beatie), 
Moya O’Sullivan (Granny), Nikki Coghill 
(Dovey), Don Barker (Samuel), Lyndeil Rowe 
(Kathy), Barbara Stephens (Justine), Jo 
England (Doll), Damian Janko (Gibbie). 
Synopsis: Teenage Abigail finds herself 
transported through time to the Sydney of 
one hundred years ago where she must fulfil 
the Bow family prophecy before she can 
return home. Through a series of extra­
ordinary adventures Abigail succeeds in 
saving the Bow’s Celtic “ Gift” as well as 
finding love and then losing it again along 
the way.
THE RIGHT HAND MAN
Prod, company............................... Yarraman Films
Dist. companies.................................... GUO,
New World Pictures
Producers............................................Steven Grives,
Tom Oliver, 
Basil Appleby
Director.............................................. Di Drew
Scriptwriter............................................ Helen Hodgman
Based on the original idea
by.................................... Katherine Peyton
Photography...............................Peter James
Sound recordist.........................................Syd Butterworth
Editor....................................Don Saunders
Prod, designer............................ Neil Angwin
Composer...................................Alan Zavod
Prod, manager....................................Renate Wilson
Unit manager....................................Roxanne Delbarre
Location manager................. Lawrence Ryan
Asst unit manager.................................... Nick Alimede
Prod, secretary......................................Paula Bennett
Prod, accountant................. Elaine Crowther
Accounts assistant........... Fiona McConaghy
1 st asst director.........................................Phil Rich
2nd asst director................................Stephen Elliott
3rd asst director...................................... Toby Pease
4th asst director..................................... Grant Lee
Continuity.................................................Nicki Moors
Producers secretary.......................... Debbie Lipton
Casting....................................... LizMullinar
Camera operator.................................. Danny Batterham
Focus puller........................................Andrew McLean
Camera
equipment........Samuelsons Film Service,
Peter Backhouse
Key grip....................................................Ross Erickson
Asst grips...........................................Geoffrey Full,
David Nichols
Gaffer....................................................... Mick Morris
Electricians............................................. Peter Clarson,
David Scandol
Boom operator..................................Sue Ken-
Art director.................................................. Nic Hepworth
Art dept runner....................................... Adam Spencer
Costume designer..............................Graham Purcell
Make-up..................................Josy Knowland
Hairdresser................Jan Zeigenbein (Ziggy)
Wardrobe dep t................Utopia Productions
Wardrobe assistant...................Peter Bevan
Wardrobe standby............. Louise Wakefield
Costume m aker.......................... Anna Wade
Props buyer.............................. Terry Stanton
Standby props.............................Harry Zettel
Special effects.....................................Mirage
Set decorator.............................Annette Reid
Scenic artist.............................. Billi Malcolm
Carpenters................................ Paul McKey,
Robyn Hartley, 
James Gannon
Set construction
manager.......................... Ken Hazelwood
Asst editor........................... Stephanie Rack
Stunts co-ordinator..................Bernie Ledger
Stunts......................................Glen Boswell,
Richard Boue
Stand in stunt/doubles...........Robert Simper,
Rick Anderson
Stunt safety o fficer..............................Claude Lambert
Still photography........................................ Jim Townley
Horse master.......................... Graham Ware
Wranglers................................ Chris Hartwig,
“ Les Ash
Robert Watchirs, 
Mandy Beaumont, 
Tracy Porter
Animal co-ordinator...................... Dale Aspin
Unit safety o fficer................... Chris Hession
Action vehicle co-ordinator .Mike Hendrikson
Runner.................................... Paula Bennett
Publicity.......................................Liz Johnson
Catering...............................................Mai Kai
Transport manager.....................Ralph Clark
Insurance...........................Tolley & Gardner,
Valerie Baker
Laboratory........................................ Colorfilm
Lab. liaison......................Richard Piorkowski
Length......................................... 110 minutes
Gauge................................................... 35 mm
Shooting stock...................................... Kodak
Cast: Rupert Everett (Harry), Hugo Weaving 
(Ned), Arthur Dignam, Jennifer Claire, 
Catherine McClements (Sarah).
Synopsis: Ned Rowlands is the driver of 
Cobb & Co’s seventy seat passenger coach, 
The Leviathan. His skills attract the attention 
of Lord Ironminster’s son, Harry, who before 
an accident was considered the best drags- 
man in the country. Harry is determined to 
race his rig to set a new record and needs 
Ned’s help. Ned agrees, and finds himself 
involved in a relationship which is more than 
a mere race against time.
WHAT’S THE DIFFERENCE
Prod, company..................M.W. Productions
Producers................................ Alan Madden,
Jillian Wood
Director............................... Alan Madden
Scriptwriter..........................Alan Madden
Photography..................................John Lord
Sound recordist............................Jack Healy
Editor.................................. Alan Madden
Composer....................................Christopher Gordon
Prod, manager............... Christine Sammers
Continuity...................................... Peter Falk
Camera assistant...........................Mark Lane
Gaffer.......................................... Christopher Gordon
Sound editor................................ Christopher Gordon
Still photography........................... Peter Falk
Tech, advisor.............................Jillian Wood
Runner................................................. T revor Quigley
Length........................................... 70 minutes
Gauge...................................................16 mm
Shooting stock.............................7291,7294
Cast: Debra Lawrance, Richard Healy,
Robert Morgan, Tanya Uren, Jon Sidney,
Margaret Steven.
Synopsis: David and Angela Burke are in­
fertile. The film follows their story as they 
progress to using in vitro fertilization.
YOUNG EINSTEIN
Prod, company.........Einstein Entertainment
Pty Ltd
Dist. company.......................................... Film Accord
Corporation (L.A.)
Producers............................. Yahoo Serious,
David Roach
Line producer.........................Warwick Ross
Director...................................Yahoo Serious
Scriptwriters..........................Yahoo Serious,
David Roach
Based on the original idea
by......................................... Yahoo Serious
Photography............................................. Jeff Darling
Sound recordist.............................Geoff Grist
Editor.................................... Peter Whitmore
Music co-ordinator................Cameron Allan
Exec, producer.........................................Ray Beattie
Prod, manager..................... Antonia Barnard
Unit manager.................................Tic Carroll
Prod, secretary.....................Sue Pemberton
Prod, accountant...................................... Lea Collins
Prod, assistant..........Rosemary Stephenson
1st asst director....................... Keith Heygate
2nd asst director............... Murray Robertson
3rd asst director........................................ P.J. Voeten
Continuity.................................. Jan Newland
Creative asst
to the director........................................Lulu Pinkus
Casting consultants...........................Forcast,
Michael Lynch
Camera operator.......................................Jeff Darling
Focus puller.............................................Gary Phillips
Clapper/loader.............................. Susie Stitt
Key g rip ............................................. Brendan Shanley
Gaffer....................................................... Rick McMullen
Boom operator.....................Stephen Henley
Art directors............................................Steve Marr,
Peter Harris
Costume designer.................................. Mishi Watts
Costume co-ordinator............Susan Bowden
Make-up................................................ Sherry Hubbard
Hairdresser............................ Wendy de Waal
Ward, assistants........................................Mel Dykes,
Caroline Weight
Props buyer...............................................Joy Thompson
Standby props...................................... Alison Goodwin
Choreography........................................... Aku Kadogo
Set construction.................................. Marcus Erasmus
Asst editor......................... Michael Beauman
Still photography..........................Vivian Zink
Wrangler....................................................Ray Winslade
Best boy.................................................Shaun Conway
Publicity.............. The Rea Francis Company
Unit publicist................................. Jan Batten
Catering...................................................Feast Catering
Laboratory............................................... Atlab
Lab liaison....................... Bruce Williamson
Budget.......................................... $2.2 million
Length...........................................90 minutes
Gauge....................................................35 mm
Shooting stock.................................. Kodak
Cast: Yahoo Serious (Albert Einstein), Odile 
le Clezio (Marie Curie), John Howard 
(Preston Preston), Pee Wee Wilson (Mr 
Einstein), Sue Cruikshank (Mrs Einstein). 
Synopsis: The incredible, untold story of a 
26-year-old apple farmer and genius from 
Tasmania. In 1905 he discovered relativity 
. . .  in 1906 he invented rock ’n’ roll.
DOCUMENTARIES
AUSTRALIAN STOCK HORSE (THE 
HORSE THAT BUILT A NATION)
Prod, company........................................John Sexton
Productions Pty Ltd
Producer..................................................John Sexton
Director........................................Heath Harris
Scriptwriter.................................. Suzy Jarratt
Photography............................................ Greg Hunter
Camera assistant..............................Warwick Rankin
Length........................................... 47 minutes
Gauge...........................................................16 mm
Synopsis: The history of the Australian 
stock horse.
CASS’S STORY
Prod, company......................Tasmanian Film
Corporation Pty Ltd
Producer..............................................Damian Brown
Director................................................Damian Brown
Scriptwriter............................................Marion Ord
Photography.........................................Russell Galloway
Sound recordist.....................................Julian Scott
Editor....................................................... Ross Thompson
Composer.........................................Christian Wojtowicz
Exec, producer............................................Ian Shadbolt
Assoc, producer..................................... Robin Levinson
Prod, secretary....................................Carmel Johnson
1st asst director.......................................John Wild
2nd asst director...................................Wendy Rimon
Location manager..................................... Kris Kozlovic
Continuity.............................................Shirley Ballard
Casting consultant.................................... Jon Sephens
Camera assistant................................... Adam Kropinski
Key grip.................................................... Gary Clements
Asst g r ip .................................................. Mark Tomlinson
Boom operator............................Perry Dwyer
Art director.................................. Jon Bowling
Make-up........................................... Margaret Pierce,
Isobel Fowler
Wardrobe................................................Karen Weldrick
Props buyer...............................................Kay Alty
Standby props........................................ Peter Cass
Still photography................................ Jacquie Gardner
Runner....................................... Colin Grubb
Length.........................................52 minutes
Gauge.................................................... Video
Cast- Shanti Gudgeon (Cass), Lyndel Rowe 
(Ingrid Walker), Kit Taylor (Neal Walker), lain 
Lang (Steve McCarthy), Mary McMenamin 
(Melanie), Alicia Tucker (Karen Walker), 
Christopher Hamley (Robert Walker), 
Rebecca Cody (Joanne), Noreen Le Nottee 
(Kath Martholomew), Libby Wherrett (Renate 
Paul).
Synopsis: This is the story of a 13-year-old 
girl, one of the thousands of children in Aus­
tralia each year who are victims of incest. It 
is also the story of a family in crisis when dis­
closure of the secret causes disintegration, 
shatters the system of relationships and 
poses frightening questions for the future. It 
is hard-edged drama based firmly in fact, but 
its thrust is positive and it allows a safe 
conduct zone on the far side of the minefield. 
Its aim is to raise awareness of incest in the 
community, and to show that the result of 
breaking the silence surrounding it can be 
p os itive  ra the r than a co n tin u ing  
victimization of the child.
COAL DOWN UNDER
Prod, company...................................Richard Oxenburgh
Productions
Producer.............................................Richard Oxenburgh
Director............................................... Richard Oxenburgh
Scriptwriter..........................................Richard Oxenburgh
Photography............................... Ian Pugsiey
Sound recordist.............................Jen Hortin
Editor..............................................Geoff Hall
Length......................................... 20 minutes
Gauge...........................................................16 mm
Synopsis: A survey of Shell Australia’s 
coastal interests.
DESIDERIUS ORBAN
(Working title)
Prod, company........................Juniper Films
Dist. company.........................Juniper Rims
Producer................................. John Tristram
Director....................................James Wilson
Scriptwriter.............................John Tristram
Photography...........................Garry Maunder
Sound recordist........................Ralph Steele
Editor........................................James Wilson
Prod, manager.................................... Janette Greenwood
Prod, accountant.................................. Martin Ellis
Still photography....................Gordon Clarke
Laboratory........................................Colorfilm
Lab. liaison..............................Brian Geraghty
Length........................................... 50 minutes
Gauge........................................................... 16 mm
Shooting stock........................................ ECN
Cast: Desiderius Orban, Lloyd Rees, Judy 
Cassab.
Synopsis: A reflection on 101 years.
HOW THE WEST WAS LOST
Prod, company.......Frends Rim Productions
Pr ducer.............................Heather Williams
Director.................................... David Noakes
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Scriptwriters............................David Noakes,
Paul Roberts
Based on the novel by................Don McLeod
Photography.......................................... Phillip Bull
Sound recordist....................Michael Raynes
Editor.........................................Frank Rijavec
Researcher/consultant..............Paul Roberts
Additional research.............Marion Benjamin
Prod, co-ordinator..............................Heather Williams
Prod, secretary................Film Type Services
Lighting cameraman.............................Phillip Bull
Camera operator...................................Phillip Bull
Camera assistant...................................Anne Benzie
2nd unit photography..............................Anne Benzie
Props....................................................Marion Benjamin
Asst editor.........Strelly community members
Neg. matching........................Tang Thien Tai
Still photography....................................Crew
Publicity..............................................Heather Williams
Laboratory........................................ Colorfilm
Lab. liaison............................................. Kerry Jenkin
Budget................................................ $70,000
Length.......................................................... 60 minutes
Gauge...........................................................16 mm
Shooting stock...................................7291/94
Cast: Jacob Oberdoo, Crow Nyangumarda, 
Snowy Judamai, Don McLeod, the Strelley 
community.
Synopsis: How the West Was Lost is the
story of the Aboriginal pastoral workers’ 
strike 1946-49 told through a combination of 
documentary and dramatic reconstruction. 
Aboriginals in the north-west were virtually 
slaves to the large pastoral operators until 
they began to question their lot with the help 
of white prospector, Don McLeod. In 1942, 
McLeod met with hundreds of Aboriginals 
from the Pilbara region and after six weeks 
of meetings it was decided the only way to 
achieve justice was to strike, after WWII. 
This is the story of their struggle as told by 
those who lived it. ...
MESSENGERS OF THE GODS
Prod, company.................Tsurukame Pty Ltd
Dist. company........Lionheart Television Inc.
Director...........................................Ken Taylor
Scriptwriter.................................... Ken Taylor
Based on the original idea
b y ...................................... Dr Hugh Lavery
Editor......................Kestrel Film Productions
Prod, designer........................ Bronwyn Holm
Exec, producer.....................Dr Hugh Lavery
Prod, liaison..................... Queensland Parks
and Wildlife Service, 
Queensland Film Commission
Narrators...................................... Judy Davis,
Richard Oxenburgh
Laboratory.................................... Colorfilm
Length..........................................................50 minutes
Shooting stock..............................7291,7294
Synopsis: The role and uses of the crane 
family of birds in human societies throughout 
the world, from prehistoric to present times. 
It vividly illustrates the beauty and the value 
of wildlife in the affairs of man.
MOVIE HORSES DOWN UNDER
Prod, company........................................John Sexton
Productions Pty Ltd
Producer................................................. John Sexton
Director.................................................. Heath Harris
Scriptwriter............................................. Suzy Jarratt
Photography............................................Greg Hunter
Camera assistant.................Warwick Rankin
Length..........................................................47 minutes
Gauge................................................ 16 mm
Synopsis: A documentary about the history 
of movie horses in Australia, featuring the 
horses and the stars who rode them from 
1906 to the present.
NAGASAKI
Prod, company....................Maracaibo Films
Dist. company...................................ABC TV
Producer....................................... Mark Stiles
Director..........................................Mark Stiles
Scriptwriter............................. Craig Kirshner
Photography..............................Simon Smith
Sound recordist............................Mark Lewis
Editor........................................Henry Dangar
Exec, producer........................................ Tom Stacey
Prod, accountant.............................. Burbank Films
Camera assistant......................John Maruff
Japanese liaison....................... Y. Tadokoro
Neg. matching...........................Chris Rowell
Editing assistants..............Therese O’Leary,
Harriet Clutterbuck
Laboratory........................................ Colorfilm
Length........................................... 50 minutes
Gauge.......................................................... 16 mm
Shooting stock.............................. 7291,7294
Synopsis: Australian survivors of Nagasaki
return to the city after 40 years.
NORTH WEST TASMANIA
Prod, company............................. Tasmanian Film
Corporation Pty Ltd
Producer.................................... John Honey
Director.................................Robin Levinson
Scriptwriter........................... Robin Levinson
Gauge...........................................................16 mm
Synopsis: A tourist promotional film about 
Tasmania’s North West coast. Produced for 
the Tasmanian Department of Tourism.
RETURN OF THE LEVIATHAN
Prod, company............................. Dreamtime Images
Productions
Producer.....................................Ross Isaacs
Directors.....................................Ross Isaacs,
Michael Fanning
Scriptwriter................................ Ross Isaacs
Photography......................Michael Fanning,
Ross Isaacs
Editor..................................... Robert Blasdall
Composer............................................. Sandy Pollard
Exec, producer...........................John Isaacs
Prod, accountant........................Brian Grace
Prod, assistant........................... Kim Cardow
Continuity................................... Kim Cardow
Field assistants..............................Dean Lee,
Mike Osmond, 
Mark Simmons
Scientific adviser....................................Helen Sneath
— Pacific Whale Foundation
Underwater cameraman............Ross Isaacs
Asst editor................................... Kim Cardow
U.L. p ilo t.......................................Peter Reed
Laboratory........................................ Colorfilm
Prod, liaison.....................Damian McGreevy
(Q.N.P.W.S.)
Length.................................................50 mins
Gauge...................................................16 mm
Shooting stock..............................7291,7294
Synopsis: A documentary about one of the 
most mysterious, graceful and Intelligent 
creatures on this planet. It will show the 
Impact of whaling in Australia and how the 
death of this industry may have saved this 
natural wonder of the sea.
SOMETHING OF THE TIMES
Prod, company............................... Australian Institute
of Aboriginal Studies
Dist. company................................ Australian Institute
of Aboriginal Studies
Director...................................Kim McKenzie
Photography...........................Kim McKenzie
Sound recordist..................... Kim McKenzie
Editor......................................Kim McKenzie
Composed and
performed by............... Cathie O’Sullivan,
Chris Sullivan
Neg. cutting.........Negative Cutting Services
Mixer.........................................United Sound
Opticals...................................Acme Opticals
Laboratory...............................................Atlab
Length..........................................................45 minutes
Gauge...................................................16 mm
Synopsis: This film examines some of the 
remaining traces and memories of the 
buffalo shooting camps of the Northern Terri­
tory before WWII. White shooters relied upon 
local Aboriginal labor and the lives of certain 
Aboriginals came to revolve around the 
buffalo industry.
TASMANIA — A CENTRE FOR 
SUBMARINE CONSTRUCTION
Prod, company....................Tasmanian Film
Corporation Pty Ltd
Producer..................................................John Honey
Director....................................................John Honey
Scriptwriter............................................. John Honey
Photography................................Gary Smith
Sound recordist..........................Julian Scott
Videotape editor..................Alvin de Quincey
Prod, assistant.......................................Karen Merchant
Camera assistant...................................Adam Kropinski
Sound assistant.........................Perry Dwyer
Length..........................................................10 minutes
Gauge.................................................... 1-inch videotape
Synopsis: A film discovering the advantages 
of Tasmania as a centre for the construction 
of Australia’s new generation of submarines.
WAR BRIDES
Prod, company..... Tony Wilson Productions
Producers...........................................Lucinda Strauss,
Tony Wilson
Director......................................Tony Wilson
Photography.............................. Tony Wilson
Sound recordist.........................Leo Sullivan
Length..........................................................50 minutes
Gauge..........,....................................... 16 mm
Synopsis: War Brides is the story of some of 
the 15,000 Australian women who married 
American servicemen during World War 2. 
Exiles by choice, the majority left Australia in 
the US Army’s massive manoeuvre called 
‘Operation Brideship' to join their sweet­
hearts on the other side of the world. Forty 
years later, they talk about their experiences.
WITCH HUNT
Prod, company.........Documentary Films Ltd
Producers............................... DamienParer,
Barbara A. Chobocky
Director........................ Barbara A. Chobocky
Editor..............................................Liz Stroud
1st asst director............................. Liz Stroud
Length...........................................90 minutes
Gauge...................................................16 mm
Shooting stock........................................ECN
Cast: George Donikian.
Synopsis: Witch Hunt is a story of trial and 
error, innocence and guilt. It was an attempt 
to find a crime — the so-called “ Greek 
Conspiracy” , but it turned into a massive 
error in judgement that was revealed as a 
conspiracy of a far larger order — a con­
spiracy against members of the Greek 
community.
ZANONI
Prod, company..........Pro-Image Studios Ltd
Producer...................................................Rob Williams
Directors...................................................Rob Williams,
Greg Swanborough
Scriptwriter............................Richard Bourne
Sound recordist.................... Mark Blackwell
Editor...................................................... Chris Kelly
Exec, producer..................... John Kavanagh
Prod, assistant......................................Louise Hole
Producer’s assistant............................Louise Hole
Camera operators.........Greg Swanborough,
Jim Adolph, 
Dane Hirst
Make-up................................ Trish McAuliffe
Props...........................................Aaron Gully
Set decorator..........................................Peter Hall
Musical director..........................Jim Barbour
Music performed b y .................................July 14th
Editing assistant.................................... Dene Mayfield
Narrator.................................................Roger Cardwell
Studios.............................Pro-Image Studios
Mixed a t...........Pro-Image Studios, Adelaide
Length........................................... 49 minutes
Synopsis: The ship “ Zanoni” , a classic 
vessel of its time, was sailing on its maiden 
voyage from Australia to England when it 
sank in St Vincent’s Gulf, South Australia, in 
1867. This sealed time capsule of the late 
1800s led to a frustrating but rewarding 
search for the two divers that found her.
SHORTS
JUSTRA
Prod, company.................Justra Productions
Producer..................................................Dana Rayson
Director....................................................Jess Tapper
Scriptwriters.................Jennifer Hutchinson,
Jess Tapper, 
Peter Millyn
Photography......................................... Lyndal Murray
Sound recordist........................ Mirella Rigoli
Editor.................................................... Daniel Coburn
Composer......................................... Rod Lee
Location manager..................................Trudi Houston
1st asst director.....................Heidi Kenessey
Continuity....................................................Liz Cotter
Camera operators............ Michelle Donovan,
Dan Byme
Key grip................................................... John Griffin
Boom operator.......................................Savin Chabo
Art director...........................................Sabina Moore
Still photography............. Nicola Delimihalis
Catering................................................. Ghita Preston
Laboratory.........................................Cinefilm
Length..........................................................20 minutes
Gauge...................................................16 mm
Shooting stock......................................... Agfa
Cast: Felicity Robinson (Julie), Bruce 
Leyland (Ray), Lucy Clifford (Stella), Eileen 
Driver (Shopkeeper), Rowan Woods (Bible 
basher), Robert Jones (Ticket seller). 
Synopsis: A film sonnet about Julie, Stella 
and Ray, who need each other despite not 
having met, and are unlikely to, but for 
synchronistic flows.
MILK A GO GO
Prod, company.................................The End
Producer............................................. Michael Seymour
Director............................................... Michael Seymour
Scriptwriter.........................................Michael Seymour
Photography.......................................Michael Seymour
Sound recordist..................................... David Richards
Editor...................................................Michael Seymour
Musical director...................................... Nicki Coleman
1st asst director..................................... Peter Coleman
Animation...........................................Michael Seymour
Animation asst....................................... Peter Coleman
Continuity.............................................. Linda Young
Set construction.................................... Philip Seymour
Sound engineer...................................... Mark Robert
Best person.......................................... Lynne Edwards
Laboratories....................................Colorfilm,
Warren,
Kodak
Length..........................................................10 minutes
Gauge...................................................16 mm
Synopsis: A vast animation derived from 
cinema noir. The story satirizes the 
commercial and ridiculous aspects of the 
record industry.
THE MAGIC OF CRICKET
(Working Title)
Prod, company......................The South Pole
Production Co.
Producer.............................. Stephen Powell
Director................................ Stephen Powell
Scriptwriters.......................Michael Hughes,
Stephen Scerri, 
Berg Krikorian, 
Stephen Powell
Photography  .....................Berg Krikorian
Composers..........................Michael Hlghes,
Stephen Powell
Length................................................ 50 mins
Gauge..................................................35 mm
Shooting stock....................................Kodak
Synopsis: In a few remote islands in the 
Pacific, they have found a substitute for 
head-hunting and war. They play the Game 
of Cricket to settle their disputes . . .
MY LIFE WITHOUT STEVE
Prod, company...................................Galfilms
Producer................................................ Digby Duncan
Director...................................... Gillian Leahy
Scriptwriter.................................Gillian Leahy
Photography................................ Erika Addis
Editor................................................... Denise Haslem
Casting consultants..........................Forecast
Camera assistant............. Nlcolette Freeman
Art director.................................................Jan MacKay
Musical director.....................Elizabeth Drake
Laboratory........................................ Colorfilm
Lab. liaison.............................................Kerry Jenkins
Length................................................ 45 min
Gauge..................................................35 mm
Cast: Jenny Vuletic (Liz).
Synopsis: Liz has split up with her lover and 
is now living alone in a bedsitter overlooking 
the waterways of inner city Sydney. Her 
attempts to get herself out of her depression 
and to understand it, form a discourse about 
pain, obsession and romantic love.
THE ROOM
Prod, company....................... Odyssey Films
Producers........................ Steven Jacobson,
Marcus Corn
Director.............................. Steven Jacobson
Scriptwriter.........................Steven Jacobson
Based on the original Idea
by....................................Steven Jacobson
Photography....................................... Marcus Corn
Sound recordists..................... Marcus Adler,
Ben Lowe
Editors..............................Steven Jacobson,
Marcus Corn
Composer...................................Peter Myers
Prod, assistant........................ Jenni Cannon
Continuity......................................T oby Thain
Focus puller.......................... Anthony Wilson
Clapper/loader.........................Matthew Corn
Camera assistant................................. Adrian Ward
Key grip ....................................Steve Pawley
Asst grips.................................Noel Abrecht,
Scott McLure
Gaffer................................Cameron Wallace
Electrician.............................Gideon Warhaft
Wardrobe.................................Sarah Lazzari
Props buyer..............................................Leon Baina
Special effects.................................... Rolland Pike
Still photography.................................... Chris Lazzari
Tech, adviser........................ John Jacobson
Best boy................................................... Nick Towler
Publicity....................... .................. Neil Ward
Catering................................. Val Jacobson,
Jill Corn
Length..............................  25 minutes
Gauge.........................................Super 8 mm
Shooting stock..................... Kodachrome 40,
'  Ektachrome SM 7244
Cast: Rachel Friend (Melissa), Adele Hakin 
(Carol), Natalie Lewenberg (Jenny), Chris 
W rd (Matt).
Synopsis: At first, The Room seemed just 
like any other but, to four children left alone 
in the house one night, it would become a 
nightmare — something beyond their 
comprehension. A special kind of fantasy 
drama.
SEA
Prod, company....................................SBACL
Producer.................................................. John Barker
Director................................................... John Barker
Scriptwriter..............................................John Barker
Based on the original idea
by.......................................................... John Barker
Photography............................................John Barker
Sound recordist..................................Barbara Barker
Editor........................................................John Barker
Prod, designer..................... Christine Barker
Exec, producer........................................ John Barker
Animation................................................John Barker
Length...........................................................11 mins
Gauge...................................................16 mm
Synopsis: ‘Sea’ , part one of the ‘Earthlight’ 
trilogy, explores the expressive potential of 
line and color. Exploiting the theories of 
abstract and kinetic art the film attempts to 
reveal the unity of nature.
SELLING IS COMMUNICATION
Prod, company.......................................Movie Craft
Dist. company....................................... Movie Craft
Producer............................... David Coldham
Director.................................... Brian Muhling
Scriptwriter...........................David Coldham
Based on the original idea
by.......................................David Coldham
Crew............................................. B. Muhling,
D. Coldham, 
P. Clark
Photography................................................ B. Muhling
Budget..................................................... $850
Length................................................20 mins
Gauge................................................Super 8
Shooting stock......................................... K40
Synopsis: Comedy documentary on selling, 
incorporating comedy situations, animation, 
still  and narration. Basically an entertaining 
sales training film.
SHARKY’S PARTY
Prod, company.............. Lawless Enterprises
Producer................................................. Peter Lawless
Director.................................Greg Woodland
Scriptwriter............................Greg Woodland
Photography..........................................Steve Dobson
Budget................................................$70,000
Length......................................................... 30 minutes
Gauge...................................................16 mm
Synopsis: Sharky’s social style is lacking, 
but his luck shines at a party where men are 
ockers and women demand more.
SPIRITS
Prod, company......................Meaningful Eye
Contact Pty Ltd 
(with assistance from the Creative 
Development Branch of the 
Australian Film Commission)
Producer........................................ Alexander Proyas
Director.......................................... Alexander Proyas
Scriptwriters.................... Alexander Proyas,
Peter Smalley
Based on the original idea
by ................................................Alexander Proyas
Photography..........................................David Knaus
Sound recordist...................................... Peter Miller
Editor......................................................Craig Wood
Composer...............................................Peter Miller
Prod, accountant............G & S Management
Services
Art director...............................Sean Callinan
Costume designer............. Carmen Dirigible
Choreography........................Tony Carmona
Music performed by............................... Peter Miller
Sound editor...........................................Craig Wood
Mixer.......................................................Peter Miller
Still photography.............................. “ Fuzzy”  Night
Animation.......................... Catherine Linsley
Tech, adviser.............................Alan Stewart
Publicity.......................................F. Ferguson
Laboratory......................................... Cinefilm
Budget................................................$73,000
Length..........................................................50 minutes
Gauge.................................................. 16 mm
Shooting stock........................................ 7291
Scheduled release........................... Mid-1986
Synopsis: A crippled man and his fanatically 
religious sister live in a shack in the middle of 
a vast desert. The man dreams of leaving in 
a flying machine of his own invention. A 
comedy of the ironic.
THE WEDDING
Prod, company.......Matrimonial Productions
Producer.................................................Colin Harris
Director................................................... Colin Harris
Scriptwriter..............................................Colin Harris
Laboratory................................................VFL
Budget................................................$38,000
Length................................   30 minutes
Gauge.................................................. 16 mm
Shooting stock.....................ECN 7291,7294
Synopsis: A comedy about a wedding that 
doesn’t quite go according to plan.
GOVERNMENT FILM 
PRODUCTION
FILM AUSTRALIA
AUSTRALIAN INNOVATION
Prod, company........................Film Australia
Dist. company.......................... Film Australia
Producer......... ............................. John Shaw
Director........................................... Ian Munro
Scriptwriter.....................................Ian Munro
Researcher..................... Con Anemogiannis
Sound recordist.................Rodney Simmons
Unit manager..................Con Anemogiannis
Producer’s assistant....................Gerry Letts
Length........................................125 minutes
Gauge................................................... 16 mm
Shooting stock........................................ ECN
Synopsis: A positive look at the achieve­
ments of Australian innovation, presenting 
an analysis of how it works, how it has 
worked and where it and its contemporary 
counterpart, technology, should go.
BENALONG’S HAVEN
Prod, company........................Film Australia
Dist. company..........................Film Australia
Producer.......................................John Shaw
Director.............................. James Ricketson
Scriptwriter.........................James Ricketson
Photography.............................. Kerry Brown
Sound recordist................ Bronwyn Murphy
Editor..................................Martha Babineau
Producer’s assistant............... Roz Gillespie
Gauge................................................... 16 mm
Shooting stock........................................ ECN
Synopsis: In an attempt to rehabilitate them­
selves 30 aboriginal alcoholics from Mount 
Isa travel by bus to Benalong’s Haven, an 
extraordinary aboriginal-run rehabilitation 
centre on the north coast of NSW to take part 
in a three-month programme that may save 
their lives.
BETTER RICH THAN RED
Prod, company.........................................Film Australia
Dist. company........................................... Film Australia
Exec, producer.........................Tom Haydon
Producer............................................... Macek Rubetzki
Director........................................Curtis Levy
Photography............ ..................Andy Fraser
Sound recordist.........................................Rod Simmons
Editor........................................................ Tom Litchfield
Producer’s assistants................. Gerry Letts,
Ian Adkins
Length........................................ 48 minutes
Gauge...................................................16 mm
Synopsis: A film about the top stratum of 
commercial and social life in Hong Kong. It 
centres around the Royal Hong Kong Jockey 
Club, observes the values which once made 
Britain a great colonial power, the clubs, the 
Taipans, the servants and the good life. Yet, 
for this world, the days are now numbered.
DEMOCRACY
Prod, company.........................................Film Australia
Dist. company........................................... Film Australia
Exec, producer.......................... Tom Haydon
Producer...............................................Macek Rubetzki
Director..................................Graham Chase
Photography........................................... Tony Wilson
Sound recordist........................ Leo Sullivan
Editor..................................... Graham Chase
Gauge...................................................16 mm
Synopsis: One of the Real Life series, the 
film follows a political candidate in a 
marginal seat through the seven weeks of 
the campaign to the numbers coming in and 
the gathering of the faithful for the election 
night party.
DOCTORS
Prod, company.........................Film Australia
Dist. company........................... Film Australia
Exec, producer.........................................Tom Haydon
Producer................................Macek Rubetzki
Director....................................................Tony Wheeler
Photography.......................................... Steve Mason
Sound recordist........................................ Max Henser
Editor......................................................... Sue Horsley
Prod, assistants.....................Clare Edwards,
Rosalind Gillespie
Length..........................................................90 minutes
Gauge...................................................16 mm
Synopsis: One of the Real Life series, the 
film follows Dr Bruce Shepherd through the 
aftermath of the Medicare dispute. Shepherd 
is committed to the privatization of health 
care and the film explores the personalities 
and the lifestyle of the surgeons and their 
relationships with the community.
GETTING STRAIGHT
Prod, company.........................................Film Australia
Dist. company........................................... Film Australia
Ex c, producer.........................................Tom Haydon
Producer............................................... Macek Rubetzki
Director...............................Phillip Robertson
Photography...............................T ony Wilson
Sound recordist................................Bronwyn Murphy
Editor.........................................................Ray Thomas
Prod, assistant...............................Ian Adkins
Gauge...................................................16 mm
Synopsis: One of the Real Life series, the 
film follows a group of patients from a drug 
and alcohol treatment clinic during their last 
days in the clinic and the first few weeks of 
their return to the community as they 
struggle to cope with a world without drugs.
GROWING UP IN JEWISH 
AUSTRALIA
Prod, company.........................................Film Australia
Dist. company........................................... Film Australia
Exec, producer.........................................Tom Haydon
Producer...............................Macek Rubetzki
Director.................................................. Aviva Ziegler
Photography............................... Tony Wilson
Sound recordist........................................ Leo Sullivan
Editor......................................Wayne Le Clos
Producer’s assistant................... Ian Adkins
Length.......................................... 48 minutes
Gauge...................................................16 mm
Synopsis: Personal film by Aviva Ziegler 
about growing up Jewish in Australia.
INTERIOR RESTORATION AND 
DECORATION
Prod, company.........................................Film Australia
Dist. company...........................................Film Australia
Producer.......................................... Elisabeth Knight
Director.........................................Keith Gow
Scriptwriters.................................Keith Gow,
Elisabeth Knight
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Photography............................... Kerry Brown
Sound recordist.................Rodney Simmons
Editor.......... ................................... Keith Gow
Prod, assistant....................Virginia Pridham
Length............................................15 minutes
Gauge................................................... 16 mm
Synopsis: This is the sixth in the Australian 
Heritage Commission’s series Artisans of 
Australia. It shows the work of Christine 
Cooke and Elizabeth Stevens who work in 
Melbourne. They demonstrate marbling, 
w oodgra in ing , g ild in g , to rto iseshe ll, 
porphyry, stencilling and some investigation 
work on the walls of Villa Alba, an unrestored 
and unoccupied building in Studley Park, 
Melbourne.
KIDS IN TROUBLE
Prod, company......................................... Film Australia
Dist. company........................................... Film Australia
Producer............................................... Macek Rubetzki
Director...................................................... Sue Cornwall
Photography...............................T ony Wilson
Sound recordist......................... Leo Sullivan
Editor......................................................... Les McLaren
Prod, assistant............................... Ian Adkins
Length.................................................90 mins
Gauge................................................... 16 mm
Synopsis: One of the Real Life series, the 
film is about the criminal justice system and 
its treatment of juvenile offenders. The film 
includes, for the first time, footage shot in an 
Australian court while cases are being
heard.
LOOKING AFTER YOURSELF
Prod, company.........................................Film Australia
Dist. company........................................... Film Australia
Producer..............................Elisabeth Knight
Director.........................................Keith Gow
Scriptwriters.................................Keith Gow,
Elisabeth Knight
Producer’s assistant............Virginia Pridham
Narrator........................................ Katrina Lee
Length...........................................20 minutes
Synopsis: Mature Onset Diabetes is very 
common among older people. This film 
shows older people how they can manage 
their diabetes by proper diet, exercise, care 
of the feet, and consultation with their 
dieticians and doctors.
MAKING IT IN JAPAN
Prod, company.........................................Film Australia
Dist. company........................................... Film Australia
Producer..................................................Tony Coyte
Director.........................................Peter Smith
Scriptwriter.............................................Anne Martell
Photography........................................... Ross King
Sound recordist..................................Howard Spry
Editor..................................................... Bruce Ezard
Unit manager........................................Emma Taylor
Producer’s assistant..................................Ian Host
Narrator................................... Peter Gwynne
Length........................................... 24 minutes
Gauge...........................................................16 mm
Synopsis: A programme designed to
educate intending Australian manufacturers 
who wish to enter the second largest con­
sumer market in the world — Japan.
NEWS
Prod, company.........................................Film Australia
Dist. company........................................... Film Australia
Producer............................................... Macek Rubetzki
Director...............................................Graham Chase
Sound recordist.........................................Bob Hayes
Editor..................................................Graham Chase
Camera assistant........................ Jim Ward
Gauge...........................................................16 mm
Synopsis: One of the Real Life series, the
film is an inside study of life at The S ydney  
M orn ing  Herald. The film looks at the daily 
process from the editorial decision-making, 
the news gathering, the meetings, to the late 
night rolling of the presses.
ON TOP — DOWN UNDER
Prod, company.........................................Film Australia
Dist. company........................................... Film Australia
Producer.......................................Tony Coyte
Director................................ Richard Cassidy
Scriptwriter...........................Richard Cassidy
Photography....................... Peter Viskovitch,
Ross King
Sound recordists.................................Howard Spry,
Don Connelly
Editor......................................................Anton Horak
Unit manager............................................. Lori Flekser
Producer’s assistant.........................Ian Host
Narrator.................................................... Noel Adams
Length...........................................................21 minutes
Gauge...................................................16 mm
Synopsis: A promotional programme 
designed for release in North America. It 
features a number of case studies of Austra­
lian original automotive component part 
manufacturers who have researched, 
designed and built automotive componentry.
RUNNING FROM THE GHOST
Prod, company.........................................Film Australia
Dist. company........................................... Film Australia
Producer............................................... Macek Rubetzki
Director.......................................Nick Torrens
Photography............................... Andy Fraser
Sound recordist....................... Rod Simmons
Editor..........................................Nick Torrens
Prod, assistants...........................Gerry Letts,
Ian Adkins
Length........................................... 48 minutes
Gauge................................................... 16 mm
Synopsis: A film set within the Chinese com­
munity of Hong Kong. Here, people know 
little of the romantic social life generated by 
British presence. The film is about two 
hawkers, a squatter and their families as 
they struggle to make a home and living in 
the face of a well-organized bureaucracy.
THE SCIENCE OF WINNING
Prod, company........................Film Australia
Dist. company..........................Film Australia
Producer.......................................John Shaw
Director..............................Don Featherstone
Scriptwriter.......................Don Featherstone
Researcher..................................Jon Ossher
Photography..................... ....Andrew Fraser
Sound recordist................ Rodney Simmons
Editor..................................... Lindsay Fraser
Unit manager.............................. Jon Ossher
Producer’s assistant...................Gerry Letts
Camera assistant..................................Anton Graham
2nd unit photography............................. John Hosking
Gaffer.........................................Bruce Gailey
Narrator....................................................Paul Ricketts
Length..........................................................48 minutes
Gauge................................................... 16 mm
Shooting stock........................................ECN
Synopsis: Australian sporting achievement 
has declined dramatically since the golden 
age of the sixties. The debacle at the 
Montreal Olympic Games prompted the 
government into action and there are now 
many national and commercial sports 
science institutes. How effective are they? 
Are the commercial, scientific and national 
pressurestoo much for an athlete?What are 
the ethics . . .  is it still sport?
SINGLES
Prod, company........................Film Australia
Dist. company..........................Film Australia
Producers............................Macek Rubetzki,
Ian Adkins
Director..................................... Karl McPhee
Photography..............................Tony Wilson
Sound recordist........................ Leo Sullivan
Editor......................................Lindsay Fraser
Length........................................... 90 minutes
Gauge...................................................16 mm
Synopsis: One of the Real Life series, the 
film Is a foray into the world of the un­
attached. Charles is recently divorced and 
struggling to get his life together. He is in 
love and trying to establish a relationship. At 
the same time, a small group of women vie 
for his attention.
SOLID PLASTERING
Prod, company.........................................Film Australia
Dist. company...........................................Film Australia
Producer..........................................Elisabeth Knight
Director..........................................Keith Gow
Scriptwriters....................... Elisabeth Knight,
Keith Gow
Photography...............................Kerry Brown
Sound recordist.................Rodney Simmons
Editor.............................................Keith Gow
Prod, assistant...................Virginia Pridham
Length........................................... 13 minutes
Gauge...................................................16 mm
Synopsis: This is the fifth in the Australian 
Heritage Commission’s series Artisans of 
Australia. It shows the work of Larry 
Harrigan a third generation solid plasterer. 
He has been working on the exterior of the 
Collingwood Town Hall in Melbourne for the 
past seven years and has almost finished the 
massive restoration job. He demonstrates 
the various kinds of plastering including 
running moulds, making an urn, casting a 
baluster.
THE VISIT
Prod, company.........................Film Australia
Dist. company........................... Film Australia
Exec, producer.........................................Tom Haydon
Producer................................Macek Rubetzki
Director....................................................Tony Wheeler
Photography........................................... Tony Wilson
Sound recordist........................................ Leo Sullivan
Editor......................................................... Sue Horsley
Prod, assistant........................Clare Edwards
Gauge...................................................16 mm
Synopsis: One of the Real Life series, the 
film is about a Vietnamese refugee family 
and the visit to Australia of a son they 
haven’t seen for four years. A moving film 
which witnesses the family’s attempts to 
come to terms with their past and to share 
their present with their son.
VOICES ON THE PAGE
Prod, company.........................................Film Australia
Dist. company...........................................Film Australia
Producer............................................Malcolm Otton
Director...........................................Ian Walker
Photography...........................................Kerry Brown
Sound recordist.................................Graham Wise
Editor..................................... Peter Jennings
Producer's assistant........... Virginia Pridham
Length..........................................................22 minutes
Gauge...................................................16 mm
Shooting stock......................... Eastmancolor
Synopsis: The first in a series of films about 
Australian writers and their work, planned for 
use in secondary schools, TAFE colleges 
and tertiary institutions. The series is con­
cerned with writers as interpreters of society. 
David Williamson is seen in various 
activities, such as a rehearsal of “ The Club", 
writing at home, discussing his work with 
drama students, and at a Sydney Theatre 
Company board meeting, while the film gives 
an insight into his working methods and 
philosophy.
WE ARE THE LANDOWNER
Prod, company........................Film Australia
Dist. company..........................Film Australia
Producer..................................................... Ian Dunlop
Director...................................................... Ian Dunlop
Scriptwriter.................................................Ian Dunlop
Photography........................................... Gary Kildea,
Ian Dunlop
Sound recordists.....................................Gary Kildea,
Philippa Kirk
Editors.......................................... Ian Dunlop,
Philippa Kirk
Producer’s assistant.................................. Ian Adkins
Narrator...................................................... Ian Dunlop
Gauge...................................................16 mm
Shooting stock........................................ECN
Synopsis: Today one of the most positive 
aspects of traditional Aboriginal Australia is 
the outstation or clan homeland movement. 
After a general introduction to Yirrkala 
Aboriginal township in north-east Arnhem 
Land, and the Yirrkala Homeland Resource 
Centre, the film goes to Baniyala, homeland 
settlement of the Madarrpa clan. The picture 
that emerges is of traditional Aboriginal
people running their own affairs, and exploit­
ing western technology in the process, with 
competence and joy.
WHEN THE SNAKE BITES THE 
SUN
Prod, company.........................................Film Australia
Dist. company...........................................Film Australia
Exec, producer......................................... Tom Haydon
Producer...................................... Ian Adkins
Director........................................ Mike Edols
Photography................................ Mike Edols,
Fabio Cavaderi
Sound recordist.......................................Mark Brewer
Editor......................................................... Tim Litchfield
Producer’s assistant............................... John Russell
2nd unit photography..................................Vit Martinek
Gauge...................................................16 mm
Synopsis: Personal film about Mike Edols’s 
return to the Mowayun Aboriginal community 
in north-west Australia after several years of 
banishment.
FILM VICTORIA
ALL IN TOGETHER
Prod, company..................................Can-Aus Rims
Dist. company...........Focal Communications
Producers.................................. Mike Boland,
Tam ¡James
Director....................................................Mike Boland
Photography............................................ Mike Boland
Sound recordist...................................George Craig
Editor.......................................................Tony Patterson
Exec, producer...................................Vincent O’Donnell
Prod, co-ordinator...................................Sally Semmens
Musical director...................... Chris Copping
Mixer........................................................Tony Patterson
Laboratory....................................... Cinevex
Budget................................................$25,000
Length..........................................................23 mins
Gauge...................................................16 mm
Synopsis: A film made for the Department of 
Sport and Recreation and the Victorian 
Camping Association concerning the
integration of disabled people into the
Residential Camping Program.
COMPETITIVE EDGE
(formerly Beyond 2000)
Prod, company........................................ VTC
Producer................................................ Janet Coleman
Director...................................... Mai Bryning
Scriptwriter................................Alex Dumas
Sound recordist................................Ian Ryan
Editor......................................... John Barber
Composer............................................... Chris Copping
Exec, producer....................Vince O’Donnell
Prod, assistant............................... Samantha Toffoletti
Art director............................................. Chris Worrall
Mixed a t ................................................... VTC
Laboratory................................................VTC
Lab. liaison..........................Michael Conkey
Budget................................................$80,000
Length..........................................................20 mins
Gauge.............................................................1 inch
Shooting stock............................... Videotape
Synopsis: Victorian promotional film for use 
with senior management personnel, 
especially corporate investors and in 
European and the northern Pacific ring 
countries.
Free  c l im b in g
Producer.............................. Sally Semmens
Director................................................Natalie Green
Scriptwriter...........................Louise Sheoard
Photography............................Natalie Green
Exec, producer................Vincent O’Donnell
Exec, assistant.................Mary Gustavsson
Length..........................................................20 minutes
Gauge........................................ Super 16 mm
Shooting stock................................Eastman
Synopsis: A film that promotes rock 
climbing and encourages others to try the 
sport. The film will feature experienced 
women climbers.
THE FRENCH COLLECTION
Prod, company.............................. MT Prods
Producer...............................Steven Cozens
Director.................................Steven Cozens
Liaison........................................Juliet Grimm
(Film Victoria)
Exec, producer...................................Vincent O’Donnell
Length.................................................23 mins
Gauge........................................... Videotape
Synopsis: A film about Madame Toussaint’s 
visit to Australia to study the Neville Scott 
Collection.
NATIONAL HERBARIUM
Scriptwriters................................. Jill Morris,
Mary Lancaster
Exec, producer...................................Vincent O’Donnell
Prod, co-ordinator...................................Sally Semmens
Length...........................................20 minutes
Gauge...................................................16 mm
Scheduled release...............December 1985
Synopsis: A film to delve behind the bland 
scientific walls of an herbarium, to reveal the 
rich matrix of history, scholarship and 
common utility found there.
WONDERS DOWN UNDER
Prod, company..... Production Group — AAV
Producer...............................David Campbell
Director..................................... Roy Wagstaff
Scriptwriters........ Clemenger-Harvie Pty Ltd
Photography.................George Komoneskey
Composers..................................Men at Work
Exec, producer................Vincent O’Donnell
Musical director..................................... Kevin Hocking
Laboratory................................................ AAV Cinevex
Budget.............................................$160,000
Length........................................... 17 minutes
Gauges...................................... 16mm, video
Shooting stock................................Eastman
Cast: John Farnham, Little River Band, 
Dame Edna Everage, Barry Humphries, Don 
Dunstan, Prue Acton.
Synopsis: Tourist promotion for Victoria.
NEW SOUTH WALES 
FILM CORPORATION
KOALA HONEYMOON
Prod, company...................................... Bruce Hogan
Rim Services Pty Ltd
Director.................................................. Bruce Hogan
Photography...........................................Bruce Hogan
Length.......................................................... 13 minutes
Gauge................................. 1" video (master)
Synopsis: A short video with a Japanese 
narration produced for the Tourism Commis­
sion of New South Wales. It shows some 
different locations within the State where 
Japanese newly-weds may spend their 
honeymoon.
MAKING INDUSTRY SAFE
Prod, company..........Walker Clancy Amidell
Director...................................Robert Walker
Scriptwriter................................ Paul Ricketts
Photography..............................Bruce Hogan
Editor..........................................Mark Walker
Exec, producer.......................Peter Dimond
Prod, secretary..........Rebecca Steunenberg
Camera assistant................................ Marcus Hides
Length.......................................................... 15 minutes
Gauge....................16 mm, 1" video (master)
Synopsis: A video produced for the London­
derry Industrial Safety Centre, Department 
of Industrial Relations. The centre carries out 
tests on equipment for both the government 
and the private sector. The video demon­
strates the range of these tests and shows 
the department’s commitment.
WOMEN’S FILM UNIT
DOUBLE X
Prod, company........................Film Australia
Dist. company.......................... Film Australia
Producer.................................. Daniela Torsh
Director............................ Julie Cunningham
Scriptwriter.......................Julie Cunningham
Editor........................................Annie Breslin
Composer................................Dave Mason
Producer’s assistant...........Virginia Pridham
Animation........................ Julie Cunningham,
Lee Whitmore, 
Don Ezard, 
Paul Livingston
Length........................................... 11 minutes
Gauge...................................................35 mm
Synopsis: A woman's eye view of the begin­
ning of civilization.
DOWN THERE
Prod, company........................................ Film Australia,
Family Planning Association
Dist. company...........................................Film Australia,
Sabina Wynn
Producer................................. Sabina Wynn
Director....................................Sabina Wynn
Scriptwriters............................Sabina Wvnn,
Louise Cox, 
Claudia Vidal
Photography............................Sally Bongers
Sound recordist....................Vicky Wilkinson
Editor....................................................Denise Haslem
Exec, producer........................Daniela Torsh
Producer’s assistant.........Rosalind Gillespie
Lighting....................................Sally Bongers
Gaffer......................................Lee Whitmore
Backgrounds...........................Lee Whitmore
Photography animation................Don Ezard
Animator....................................... Pam Lofts
Length.......................................... 20 minutes
Gauge...................................................16 mm
Shooting stock........................................7291
Synopsis: An educational film about female 
reproduction and sexuality.
EQUAL PAY
Prod, company....................... Film Australia
Dist. company......................... Film Australia
Producer................................. Daniela Torsh
Director...............................Cynthia Connop
Scriptwriter......................... Cynthia Connop
Photography................................Erica Addis
Sound recordists....................Averil Nicholl,
Sue Kerr
Unit manager...................... Marguerite Grey
Producer’s assistant...........Rosalie Gillespie
Research....................................... Sue Cram
Lighting....................................... Erica Addis
Length.......................................... 48 minutes
Gauge...................................................16 mm
Shooting stock....................................... 7294
Synopsis: History of the campaign for equal 
pay for women.
HENRY HANDEL RICHARDSON
Prod, company.........................................Film Australia
Dist. company........................................... Film Australia
Producer............................................. Daniela Torsh
Director..........................................Jane Oehr
Scriptwriter.................................... Jane Oehr
Producer’s assistant..........Rosalind Gillespie
Length..........................................................48 minutes
Gauge.................................................. 16 mm
Synopsis: A dramatized documentary on the 
life and work of the Australian novelist Henry 
Handel Richardson.
WOMEN’S STUDIES SERIES
Prod, company.........................................Film Australia
Dist. company...........................................Film Australia
Producer.............................................Daniela Torsh
Director................................................... Lilias Fraser
Scriptwriter..............................................Lilias Fraser
Producer’s assistant......... Rosalind Gillespie
Length................................... 10 x 20 minutes
Gauge.................................................. 16 mm
Synopsis: A series of Women's Studies Pro­
grammes for junior, secondary and upper 
primary students in Australia. The series 
includes how women fought for the vote, the 
battle for access to universities, the struggle 
for equal pay, women politicians, women
artists, women scientists, women lawyers, 
sportswomen and women writers. The pro­
grammes are being developed in conjunc­
tion with the Curriculum Development 
Centre of the Schools Commission and all 
State Educational Departments.
TELEVISION
PRE-PRODUCTION
BUTTERFLY ISLAND
(Series 2)
Prod, company..... Independent Productions
Dist. company.......Independent Distributors
Producer..................................Stanley Walsh
Director...............................................Graham Rouse
Writing team headed by...........Hugh Stuckey
Length....................................22 x 30 minutes
Synopsis: 22 episodes depicting the lifestyle 
and experiences of a family-run Queensland 
Barrier Reef resort island
THE CHALLENGE
Prod, companies..........................Roadshow,
Coote & Carroll, 
Golden Dolphin Productions
Dist. company.... Roadshow, Coote & Carroll
Producers............................... Tristram Miall,
Bob Loader
Director................................ Chris Thomson
Scriptwriter.............................. David Phillips
Photography............................ Russell Boyd
Editor......................................Lindsay Frazer
Prod, designer.....................Larry Eastwood
Exec, producers.........................Matt Carroll,
Greg Coote
Executive in charge of
production........................Harley Manners
Prod, co-ordinators..................Barbara Ring,
Julia Ritchie
Prod, manager.............................. Jenny Day
Location manager..................................David Malacari
Prod, accountant....................... Catch 1-2-3,
Jenny Verdon
Asst accountant.......................................Tony Hulstrom
1st asst director.......................................Colin Fletcher
Continuity.......................................Pam Willis
Casting...............................................Forcast,
Rae Davidson, 
Michael Lynch
Asst art director.........................................Rob Robinson
Costume designer..................... Anna Senior
Props buyers............................Peta Lawson,
Nick McCallum
Standby props.................................... George Zammrt
Set construction......................Brian Hocking
Length..................................... 6 x 60 minutes
Gauge...................................................16 mm
Synopsis: The Challenge is the dramatized 
story of the 1983 land and sea battle for the 
America’s Cup. The miniseries looks beyond 
the final contest for the cup to the genius, 
talent and endeavour of those involved, who 
made an impossible dream become a reality.
FUTURETROUPERS
Prod, company................Chadwick Douglas
Film and Television
Producer..................................Brian Douglas
Scriptwriter............................. Brian Douglas
Editor...............................Patrick Edgeworth
Production associate............. Kent Chadwick
Prod, supervisor...........................Phil Collins
Length................................... 13 x 30 minutes
Gauge................................................1" video
Synopsis: In the near future, an out-of-work 
theatre troupe inadvertently prevent the 
piracy of Australia’s underground power 
source by a most devious and deadly 
organisation.
THE HARP IN THE SOUTH
Prod, company................... Anthony Buckley
Productions Pty Ltd
Producer.............................Anthony Buckley
Director.............................. George Whaley
Scriptwriter....................... Eleanor Witcombe
Based on the novel by.................. Ruth Park
Photography............................................ Paul Murphy
Editor....................................... Wayne le Clos
Prod, designer....................................Bernard Hides
Composer.....................................Peter Best
Exec, producer...................Robert Mercieca
Prod, manager........................ Carol Hughes
Location manager.....................Robin Clifton
Prod, accountant.......Moneypenny Services
Casting....................................Susie Maizels
Casting consultants.... Maizels & Associates
Publicity.....................................Network Ten
To be mixed a t......................................United Sound
Laboratory........................................Colorfilm
Lab. liaison......................Richard Piorkowski
Budget.......................................... $4.2 million
Length......................................6 x 60 minutes
Synopsis: A mini-series based on Ruth 
Park’s best-selling novel of the same name.
HOVER PATROL
Prod, company..... Independent Productions
Dist. company........Independent Distributors
Producer.............................................Howard Rubie
Director................................Charles Wallace
Scriptwriter..............................Hugh Stuckey
Prod, manager........................Narelle Barsby
Synopsis: Set in an international youth 
college, established to prepare students for 
the responsibility and challenge of leader­
ship, the telefeature tells the story of the 
testing of a multi-cultural group of adoles­
cents attending the college.
JOE WILSON
Prod, company.....................................Bilgola Beach
Productions Pty Ltd
Producer...............................Alexandra Cann
Director.................................Jack Thompson
Scriptwriter............................Keith Dewhurst
Based on short stories 
b y .........................................Henry Lawson
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Exec, producer............................Ray Beattie
Laboratory.............................................. Atlab
Length..................................... 6 x 60 minutes
Gauge...................................................16 mm
Cast: Matthew Fargher (Joe Wilson), Kim 
Krejus (Mary Wilson).
THE LAST FRONTIER
Prod, company...................Ayer Productions
Dist. companies......................Ten Network,
Worldvision
Producer.................................. Tim Sanders
Director....................................Kevin Dobson
Scriptwriters......................Michael Laurence,
Roger Dunn
Based on the original idea
by................................... Michael Laurence,
Hal McElroy
Sound recordist..............................Tim Lloyd
Editor.........................................................Kim Moodie
Prod, designer................................... Michael Ralph
Exec, producer...........................................Hal McElroy
Assoc, producer........................................Neil Balnaves
Prod, co-ordinator....................................... Jo Rooney
Prod, manager...................Sandra Alexander
Prod, secretary..................................... Jenny Ward
Prod, accountant....................Michael Boon
Prod, assistant........................ Mandy Selling
1st asst director.......................................Nick Reynolds
Continuity............................................. Kristin Voumard
Casting....................... Suzanne Johanneson
Casting consultants....................................Liz Mullinar
& Associates
Lighting cameraman............................Martin McGrath
Camera operator...................................Martin McGrath
Focus puller.........................................Calum McFarlane
Clapper/loader..........................................Phil Murphy
Key grip.............................................. Graham Litchfield
Asst grip..................................................... Ian McAlpine
Electrician.................................................Ray Kalcina
Boom operator......................................... Phil Tipene
Costume designer.....................................Miv Brewer
Make-up.............................. Rosalina de Silva
Hairdresser........................................ Francia Smeets
Wardrobe................................................... Pia Krugger
Asst editor.............................................Carrie Beeham
Sound editor............................................Tony Vaccher
Editing assistant................... John Denistone
Best boy.................................................Grant Atkinson
Runner................................................... Scott Bradley
Publicity..............................................Victoria Buchan
Studios............................McElroy & McElroy,
Five Dock
Budget......................................................$4.5 million
Length......................................4x 60 minutes
Gauge.................................................. 16 mm
Synopsis: This four-hour miniseries is a con­
temporary love story about an American 
woman’s struggle to carve out a new life for 
herself and her family in the Australian out­
back and of the two men who love her.
LIVING FOREVER
Prod, company.................Chadwick Douglas
Film and Television
Dist. companies.................................... Thorn EMI,
J.C. Williamson Film Distributors
Producer................................................. Brian Douglas
Director.................................................. Brian Douglas
Scriptwriter.............................................Brian Douglas
Editor........................................................ Ken Sallows
Composer.............................................. Frank Strangio
Exec, producer.................... Richard Tanner
Prod, manager......................... Phillip Collins
Prod, accountant.............................. Caroline Fife
Laboratory............................................... VFL
Length....................................................... 120 minutes
Gauge...................................................16 mm
Shooting stock...................................... Kodak 7247
Cast: Jim Hurtak.
Synopsis: Australia’s stance in life control 
and world achievements over the last 25 
years are explored in conjunction with an 
examination of the expectations in the area 
for developments in the next 25 to 50 years.
LONG TAN
Prod, company..........The Long Tan Film Co.
(proposed)
Scriptwriters...........................................David Horsfield,
Lex McAulay, 
Bruce Horsfield, 
Julianne Horsfield 
Based on the original idea
by.......................................................Bruce Horsfield
Exec, producer..................................... Bruce Horsfield
Prod, accountant......Manfred and McCallum
Length.............................................. 110 mins
Gauge...................................................35 mm
Synopsis: A recreation of the Battle of Long 
Tan, when an Australian patrol of 108 men 
fought off more than 1000 experienced Viet 
Cong. Based on survivors’ own gripping 
accounts, the story illustrates the thesis that 
the war in Vietnam was won militarily, but 
lost politically.
NOT SUITABLE FOR ADULTS
Prod, company.................It’s About Time Ltd
Producers................................... Pat Hunder,
Geoff Pollock
Performance director.................Leon Devine
Visual director........................ Garry Dunstan
Art director.............................. Gilbert Moase
Costume designers..........Chong and Merkel
Musical director......................Greg Thomas
Budget.............................................$695,000
Length.................................13x30 minutess
Synopsis: A series for children/adolescents 
using comedy and music to explore the 
growing up process as experienced by a 
diverse group of 16 year old Australians. The 
world is explored through the eyes of the 
adolescent and, as the title suggests, no 
adults are seen. The format is “ zany”  and 
different and explores controversial issues.
THE PACK OF WOMEN
Prod, company...............Sideshow Alley Ltd
Producer................................. Diana Manson
Director....................................Ted Robinson
Scriptwriter..............................Robyn Archer
Based on the play by...............Robyn Archer
Composers.........................................Various
Assoc, producer............... Sandra Alexander
Prod, accountant........Rosenfeld Kant & Co.
Producer’s assistant............. Cate Anderson
Casting............................Sideshow Alley Ltd
Musical director.......................... Andrew Bell
Stu ios.............................................. ABC-TV
Budget............................................. $336,326
Length..................................... 50-60 minutes
Cast: Robyn Archer.
Synopsis: The programme is based on the 
successful cabaret produced in London and 
cross Australia. Consists of songs, prose 
and poetry fitted together to make up a 
mosaic of new ways of looking at women. 
Old images are juxtaposed with new lyrics, 
layers of irony and humour bring out startling 
m anings in familiar songs and new songs 
c lebrate new women.
PETROV
Prod, company................... PBL Productions
Dist. company.....................PBL Productions
Scriptwriter................................. Cliff Green
Based on the original idea
b y .............................................Sam Lipski
Length.........................................4 x 60 mins
Gauge.................................................. 16 mm
Synopsis: The story of the defection of 
Soviet diplomat Vladimir Petrov in Canberra 
in 1954.
A SHARK’S PARADISE
Prod, company................McElroy & McElroy
Dist. companies.......................Network Ten,
Worldvision
Producer.................................Keith Aberdein
Exec, producer.....................................James McElroy
Length......................................................... 90 minutes
Synopsis: The story of three undercover 
cops working on the Gold Coast to keep 
Surfer’s Paradise safe for the tourists.
TRACY
Prod, company.........................................PBL Productions
Dist. company..........................................PBL Productions
Producers...................................... Tim Read,
John Edwards
Directors............................................... Kathy Mueller,
Donald Crombie
Scriptwriters......................... Leon Saunders,
Michael Fisher, 
Ted Roberts
Budget..........................................$4,509,000
Length.................................. 3 x 120 minutes
Gauge.................................................. 16 mm
Synopsis: A mini-series based on the true 
story of Cyclone Tracy, which virtually 
destroyed Darwin in December 1974.
TUDAWALI: RELEASE FROM 
SORROW
Prod, company.....................................Barron Films
Dist. company......................................Barron Films
Producers..............................................David Rapsey,
Paul Barron
Director.............................................Geoffrey Nottage
Scriptwriters......................Geoffrey Nottage,
David Rapsey
Photography.............................................Paul Onorato
Exec, producer........................................ Paul Barron
1st asst director......................Chris Wyldeck
Producer’s assistant.............................. John Rapsey
Synopsis: A studio-based drama about the 
life and times of Robert Tudawali.
PRODUCTION
ALICE TO NOWHERE
Prod, company........... Crawford Productions
Producer..............................Brendan Lunney
Director........................................John Power
Scriptwriter........................... David Boutland
Based on the novel by............................ Evan Green
Photography......................................... David Connell
Sound recordist..................Andrew Ramage
Exec, producers................ Hector Crawford,
Ian Crawford, 
Terry Stapleton
Assoc, producer.................................Michael Lake
Prod, co-ordinator................................Leonie Jansen
Prod, manager...............................Grant Hill
Location manager.............................. Murray Boyd
Asst location manager.... Cameron Strachan
Prod, secretary.............................Fiona King
Prod, accountant.................Rob Threadgold
1st asst director............................. John Wild
2nd asst director................. Brett Popplewell
3rd asst director..................................... Peter Nathan
Focus puller.................................Greg Ryan
Clapper/loader....................................... Terry Howells
Key grip................................. Ian Bennelleck
Asst grip.................................Stuart Crombie
Gaffer..................................... Stewart Sorby
Electrician...........................Richard Tummell
Boom operator....................................... Scott Rawlings
Art director..............................Phillip Warner
Asst art director......................Sally Shepard
Make-up.................................Kirstin Veysey
Wardrobe..........................Margot McCartney
Wardrobe supervisor.............................Clare Griffin
Ward, assistant........................... John Shea
Make-up.............................................. Felicity Schoeffel
Props buyer............................................. Lisa Graham
Standby props......................................Shane Rushbrook
Best boy..................................Peter Maloney
Runner.........................................Ken Mahlab
Publicity................................................ Susan Wood
Budget..................................................... $2.8 million
Length.....................................4 x 60 minutes
Gauge.................................................. 16 mm
Shooting stock...............Eastman 5291,5294
Synopsis: A woman is murdered . . .  a truck 
is hijacked . . . and terror comes to the 
loneliest road in the Australian outback. 
Alice to Nowhere is a story of desperate 
men and lonely people. It is an action- 
packed drama in which the characters act 
under the awesome influence of the vast 
emptiness that is the Australian outback.
COOPERS CROSSING
Prod, company...........Crawford Productions
Producer............................Oscar Whitbread
Directors.................................... Rob Stewart,
Arch Nicholson, 
Colin Budds, 
Chris Langman
Scriptwriters.........................Tony Morphett,
Christine McCourt, 
Vince Moran, 
Peter Hepworth
Photography..........................................Barry Wilson
Sound recordist...................................... Gary Wilkins
Editors................................................ Lindsay Parker,
Rose Evans
Composers......................... Garry McDonald,
Laurie Stone
Exec, producers............... Hector Crawford,
Ian Crawford, 
Terry Stapleton
Ass  producer....................................... Judith Coward
Prod, co-ordinator..................... Lauren Bean
Prod, manager..............................Chris Page
Unit manager.........................................Philip Stott
Prod, secretary.................... Carol Matthews
Prod, accountant...................................... Jeff Shenker
1st asst directors.................................... John Hipweli,
Don Linke, 
Mike McIntyre
2nd asst director..................Strachan Wilson
Continuity................................Anne McLeod,
Kay Hennessy
Script editor.........................................Debbie Cox
Casting.......................................Jan Pontifex
Story editor........................ Tony Cavanaugh
Focus puller..............................Tracy Kubler
Clapper/loader..................... Gary Bottomley
Key g rip ............................ Warwick Simpson
Asst grip.....................................John Dynan
Gaffer......................................Angus Denton
Boom operator....................... Greg Nelson
Art director...................................Brian Betts
Asst art director....................Jane Saunders
Make-up................................................Cindy Ferrier,
Maggie Kolev
Wardrobe..............................................Robyn Adams
Ward, standby........................Ruben Thomas
Props buyer.............................................Glen Johnson
Special effects.......................... Terry Wilcox
Set decorators..........................Dawson Lee,
Rob Withers, 
John Rouch, 
Darren Jones
Set construction.................................Gordon White
Asst editors............................................. June Wilson,
Owen Johnston
Neg. matching..................................... Jennie Keen,
Jill Lord
Music editor...........................................David Holmes
Dialogue editors................................... Gavin Myers,
Michael Carden 
Editing assistants.................................... Fred Kirkup,
Catherine Angelico
Mixer.....................................Richard Brobyn
Stunts co-ordinator...............Chris Anderson
Fx editors.................................. Julia Murray,
Bruce Climas
Runner...................................Wayne Mitchell
Laboratory.........................................Cinevex
Lab. liaison.................................Bruce Braun
Cast: Andrew M cFarlane (Dr Tom 
Callaghan), Liz Burch (Dr Chris Randall), Pat 
Evison (Violet Carnegie), Lewis Fitz-gerald 
(David Gibson), Bruce Barry (George 
Baxter), Lenore Smith (Kate Wellings), 
Maurie Fields (Vic Buckley), Max Cullen 
(Hurtle), Gil Tucker (Joe Forrest), Terry Gill 
(Sgt Carruthers).
Synopsis: A Royal Flying Doctor Service is 
located in the outback town of Coopers 
Crossing. The two doctors, Tom Callaghan 
and Chris Randall, not only contend with the 
medical challenges, but also with the small 
community in which they live.
FIVE TIMES DIZZY
Prod, company........................ Samson Film
Services Ltd
Producer................................... Tom Jeffrey
Director..................................John Eastway
Scriptwriters.......................... Nadia Wheatly,
Terry Larsen
Based on the novel by............Nadia Wheatly
Sound recordist................. Martin Harrington
Composer..................................... Chris Neal
Prod, manager........................ Adriene Read
Location manager.................. Craig Sinclair
Prod, secretary....................... Julie Ploumer
Prod, accountant.....................Jill Coverdale
Asst accountant....................... Donna Willis
Continuity............................................ Sharon Goldie
Casting.....................................................Sue Parker
Extras’ casting.......................................Jenni Kubler
Camera operator......................... Ian Marden
Boom operator............................ Phillip Cole
Art director...........................Richard Roberts
Costume designer..............Miranda Skinner
Standby wardrobe..................................Suzy Carter
Set dresser..........................Sandy Wingrove
Still photography................................. Robert McFarlane
Tutor/dialogue coach............... Joan Morgan
Art dept runner................... Samuel Trumble
Catering................................. Out To Lunch
Studios............................... Tram Broadcast
Mixed a t.................................. Audio O’Brien
Budget......................................................$1.4 million
Length....................................12 x 25 minutes
Gauge....................................................Video
Synopsis: When the going gets tough the 
kids get going and the world goes five times 
dizzy.
IN BETWEEN
Prod, company........... In Between Television
Productions Pty Ltd
Producers...............................Chris Warner,
Kim Dalton
Directors.................................Chris Warner,
Mandy Smith
Scriptwriters..................Maureen McCarthy,
Shane Brennan
Based on the original idea
by.................................................. Maureen McCarthy
Photography........................................ Jaems Grant
Sound recordist.............................Ian Wilson
Editor................... Zbigniew (Peter) Friedrich
Composer............................................... Mark McSherry
Exec, producers............Cinepak Investment
Management Services Ltd
Assoc, producer................................. Andrew Wiseman
Prod, manager........................ Ann Darrouzet
Unit manager..........................Wendy Clarke
Prod, secretary.................... Alexandra Jones
Prod, accountants ..Roseby & Lenny Pty Ltd, 
Jennifer Davies
1st asst director.....................................Jamie Legge
Continuity.............................................. Fiona Cochrane
Focus puller............................................Chris Cain
Gaffer.....................................................Fiona Monro
Boom operator....................................... Craig Beggs
Art director...................................... Georgina Greenhill
Asst art director........................ Keith Holmes
Make-up.................................................. Vicki Friedman
Standby props....................................... Adele Flere
Mixer...................................... David Harrison
Stunts.......................New Generation Stunts
Still photography....................................Maria Stratford
Best boy/grip........................................... Rory Timoney
Runner............................Veronica Maughan
Catering.................................Daniel Popper,
Michelle Gibson, 
Janette Fisher
Studios....................................Open Channel
Mixed at........................................Sound Firm
Laboratory.........................................Cinevex
Lab. liaison............................................ Bruce Braun
Budget.......................................... $1,192,000
Length.....................................4x55 minutes
Gauge.................................................. 16 mm,
1" video tape
Shooting stock....................Kodak ECN 7294
Cast: Sheryl Munks (Angie), Jim Petrovski 
(Alex), Vichea Ten (Saret), Fatima Uygun
i), Ly Lackhena Mak (Kanya), Lupco 
ialevski (Tome).
Synopsis: In Between is a four-part tele­
vision miniseries about a group of four 
adolescents from Turkish, Cambodian, 
Yugoslav and Anglo/Australian back­
grounds, facing the challenges and 
dilemmas of growing up in a multi-cultural 
society. It shows the pressures on them, the 
conflicts and difficulties they have to face, 
and the decisions they have to make as they 
are pushed into adulthood.
PRIME TIME
Prod, company...........Crawford Productions
(Broadcast) Pty Ltd
Producer....................................Lex Van Os
Directors....................................Colin Budds,
Chris Langman, 
Chris Sheil, 
Steve Mann, 
Peter Andrikidis
Scriptwriters....................... Terry Stapleton,
Graham Hartley, 
Shane Brennan, 
Graeme Farmer
Script editors........................ ..Peter Herbert,
Susan Hore
Photography...............................Gary Smith,
Louis Puli
Sound recordists.......................Geoff White,
Bruce Findlay
Editor.....................................................Karan Peel
Exec, producers................ Hector Crawford,
Ian Crawford, 
Terry Stapleton
Assoc, producer................................. Howard Neil
Prod, supervisor................. C. Ewan Burnett
Prod, co-ordinators............. Ingrid Dewhurst,
Virginia Bernard
Post-production co-ordinator.......Karan Peel
Prod, managers.......................................Mick Mills,
Ron Noseda
Unit manager.....................................Maurice Burns
Prod, secretary....................................... Jane Godwin
Prod, accountants..............................Heather Wood,
Doug Johnston
1st asst directors.......................................Phil Jones,
Tony Forster
Continuity....................................Tara Ferrier,
Carmel Torcasio, 
Kay Hennessy
Casting director.................................Graham Moore
Casting consultant....................................Jan Pentifax
Focus puller.................................. Paul Tilley
Clapper/loader....................................... Craig Dusting
Key grips.............................John Cummings,
Ian Philips
Gaffer.........................................................Tim Morrison
Boom operator............................. Leigh Tate
Art director..........................................Andrew Reese
Asst art director..................................... Elena Perrotta
Wardrobe supervisor/
costume designer.............................. Clare Griffin
Make-up...................................................Brad Smith,
Elizabeth Harper
Hairdressers.................................Sue Kelly,
Michael Longlitano
Wardrobe......................................Jill Wayne,
Cathy Farr, 
Ann West
Props buyer...............................Roland Pike
Standby props..........................Bryce Perrin,
Paul Kiely, 
Darcy Chene
Special effects........................................Terry Wilcock
Sound editor.......................................Melissa Clarke
Music editor...........................................David Holmes
Best boy.................................Greg Robinson
Runner................................... Con Mancuso
Publicity............................................... GTV 9
Studios..................................................GTV 9
Mixed a t......................Crawford Productions
Laboratory......................................... Cinevex
Lab. liaison.................................Bruce Braun
Gauge.................................16 mm (location),
video (studio)
Cast: Caris Orchard (David Lockhart), Tony 
Hawkins (Harry Jones), Julianne White 
(Diana Fields), Ben Mendelsohn (Bart 
Jones), Peter Kowitz (Jim Donnegan), Peter 
Whitford (Charles Garrett), Nina Landis 
(Kate MacArthyr), Katrina Foster (Jocelyn 
Cole), Sonja Talus (Georgina Jones), 
Antonia Murphy (Jan Garrett), David Whitney 
(Stephen Lockhart).
Synopsis: Prime Time is a new concept in 
serial television: a behind-the-scenes look at 
an independent television company. It 
features the drama and action that goes into 
making a weekly current affairs programme. 
“ Assignment" is the programme. David 
Lockhart owns the show, the company that 
makes it, and is the new current affairs 
“ star”  — sharp and aggressive. We watch 
his team bring him the big stories each week.
PROFESSOR POOPSNAGLE’S 
STEAM ZEPPELIN
Prod, company....................... Grundy Motion
Pictures Pty Ltd
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Production Survey
Producer................................Roger Mirams
Directors................................ Howard Rubie,
Russel Webb
Scriptwriters......................... Bruce Stewart,
Betty Quin, 
Rick Maier, 
Ken Saunders
Based on the original idea
by....................................................... Roger Mirams
Sound recordist.................... Lloyd Coleman
Editor.....................................Gabe Reynaud
Exec, producer...........................................Ian Holmes
Assoc, producer................. Robert Guillemot
Prod, supervisor.................Emanuel Matsos
Prod, co-ordinator...............Margaret Slarke
Prod, accountant........................ Judy Coffey
Prod, assistant...................Joanne Charlton
1st asst director........................................ Tim Higgins
2nd asst director...................................Jamie Crooks
3rd asst director........................... David Byak
Continuity......................... Margot Snellgrove
Casting..................................................... Sue Manger,
Helen Salter
Lighting cameraman............................ Kevan Lind
Focus puller...............................John Lomax
Camera assistant................................... Chris Cole
Key grip.................................................Lester Bishop
Asst grip...................................... Terry Cook
Gaffers..................................................Roger Wood,
Derek Jones
Boom operator....................................... Andy Duncan
Art director.... ,.......................................... Ken McCann
Make-up........................................ Cassandra Hanlon
Wardrobe........................................... Heather McLaren
Ward, assistant.......................Andrea Burns
Props buyer............................... Kerrie Reay
Standby props....................................... Philip Cumming
Set decorator..........................................Scott Bird
Carpenter................................Ian Hathaway
Set construction..................................Alistair Thornton
Asst editors.......................................... Simon Smithers,
Robert Werner
Editing assistants.................................Simon Smithers,
Robert Werner
Best boys...................................Mike Wood,
Paul Booth
Runner.........................................Henk Prins
Publicity....................................... Liz Harvey
Catering...................................Kaos Katering
Mixed a t................................................ Atlab
Laboratory............................................. Atlab
Length...................................6 x 120 minutes
Cast: Jose Caffarel (Garcia), Philip Henville 
(Peter), Ken Talbot (Shorty), Kelan Angel 
(Matt), Tonya Wright (Joanne), Melissa 
Kounnas (Robin), Justine Clarke (Carmen), 
Marc Gray (Mike), Gerry Duggan (Professor 
Poopsnagle), Ric Hutton (Count Sator). 
Synopsis: A group of country children run a 
holiday camp for city children — there are 
horses and trail bikes, an old mining town 
and caves to explore and, best of all, very 
little adult supervision. Professor Poop­
snagle is searching for a long lost form of 
super steam power which requires various 
minerals. The names and locations of these 
minerals have been engraved on golden 
salamanders and hidden in the area around 
Secret Valley. With the help of Dr Garcia, 
Professor Poopsnagle’s nephew Peter and 
the children from Secret Valley they set out 
to unravel the riddle of the salamanders.
WHOSE BABY
Prod, company...........Crawford Productions
(Television) Pty Ltd
Producer...................................Mark Defriest
Director...................................................... Ian Barry
Scriptwriters.............................Vince Moran,
Peter Schreck
Based on the novel b y ........................... Colin Duck,
■ Martin Thomas
Photography..........................Jamie Doolan
Sound recordist.................John McKerrow
Editor..................................................... Grant Fenn
Exec, producers................Hector Crawford,
Ian Crawford, 
Terry Stapleton
Assoc, producer.......................Michael Lake
Prod, co-ordinator........................Gina Black
Prod, manager...................... Stewart Wright
3rd assistant/ '
unit manager.......................................Chris Odgers
Prod, accountant..................................... Ron Sinni
1st asst director........................Jamie Leslie
2nd asst director............Richard Clendinnen
Continuity................. Rhonda Bark-Shannon
Casting..................................Graham Moore
Focus puller.......................... Brett Anderson
Clapper/loader....................... Craig Barden
Key grip...................................Rob Hansford
Asst g rip ..................................................... Ian Phillips
Gaffer.....................................................Bruce Towers
Boom operator............................. Colin Swan
Art director....................................Phillip Ellis
Asst art director.......................... Leore Rose
Make-up....................... Vivienne Rushbrook
Prosthetic make-up.....................Nik Doming
Hairdresser.............................Doug Glanville
Wardrobe supervisor....................Keely Ellis
Ward, assistants...................John Loundes,
Judy Dymond
Ward, standby...................... Sandy Cichello
Props buyer...................Steven Jones-Evans
Standby props............................. Kate Murray
Special effects....................................... Brian Pearce
Set dressers.........................................Simon Carter,
Len Barratt, 
Graham Blackmore
Scenic artist............................ Colin Burchall
Set construction......................Gordon White
Asst editor............................ Carmen Gallan
Stunts co-ordinator...............Chris Anderson
Stunts.......................New Generation Stunts
Still photography..............Tom Psomotragos
Dialogue coach......................................Peter Tulloch
Best boy................................................... Roy Pritchett
Runner................................................Simone North
Publicity................................................ Susan Wood
Catering.........................Back Door Catering
Studios.......................................... Channel 7
Laboratory.............Victorian Film Laboratory
Lab. liaison.............................................. John Hartley
Budget..................................................... $2.7 million
Length...................................2 x 120 minutes
Gauge.................................................. 16 mm
Shooting stock.....................ECN 5291,5294
Cast: Angela Punch-McGregor (Gwen
Morrison), Drew Forsythe (Bill Morrison), 
Robyn Gibbes (Joanne Lee Morrison), Vicki 
Luke (Jess Jenkins), Peter Curtin (Noel 
Jenkins), Lisa Crittenden (Jolan Jenkins), 
Moya O’Sullivan (Amelia Williams), Rhys 
McConnochie (Justice Barry), Wynn Roberts 
(“ Ted”  Hudson K.C.), Vincent Ball (Robert 
Monahan K.C.).
Synopsis: The true story of two mothers who 
gave birth to daughters in the Kyneton 
Hospital in 1945. One of the mothers, subse­
quently believing the babies were switched, 
brought the matter to extensive litigation. 
The story follows the lives of the families as 
the daughters grow into young women.
POST-PRODUCTION
CALL ME MR BROWN
Prod, company............The Kino Film Co. Ltd
Producer................................................ Terry Jennings
Director................................................... Scott Hicks
Scriptwriters.......................................... Terry Jennings,
Scott Hicks
Photography.....................Geoffrey Simpson
Sound recordist..................................... Toivo Lember
Editor..................................................Andrew Prowse
Composer..............................Cameron Allan
Prod, co-ordinator.....................Barbara Ring
Prod, manager.................................. Stephen Jones
Location/unit manager...... Ronald Stigwood
Prod, accountant................................... Chris Hunn
1 st asst director................................... Robert Kewley
2nd asst director..................... Lindsay Smith
3rd asst director.........................Mason Curtis
Continuity................................................. Ann Walton
Casting.....................................................S.A. Casting
Focus puller.......................................... Martin Turner
Camera assistant....................................John Foster
Key grip ................................................. Robin Morgan
Asst grip........................................Rod Bolton
Gaffer........................................TrevorToune
Boom operator.........................................Rob Cutcher
Art director........................................ LisaEIvy
Costumes...............................................Chris Webster
Make-up......................................Jane Surrich
Hairdresser............................................ Sash Lamey
Ward, assistant.............The Costume House
Props buyers/set dressers....... Eugene Intas,
Vicki Niehus
Standby props........................................ Peter Davies
Art dept runner.........................................Kym Vaitiekus
Set construction........................ Chris Budrys
Asst editor.....................................Pip Karmel
Still photography...................................Corrie Ancone
Best boy...............................Graeme Shelton
Runner.................................David Sorensen
Catering.................................................Frank Manley
Studios......................................................Lips Studio
Mixed a t..............................................Hendon Studios
Laboratory........................................Colorfilm
Lab. liaison............................................. Kerry Jenkin
Length......................................................... 90 minutes
Gauge.................................................. 16 mm
Shooting stock..............................7291,7294
Cast: Chris Haywood (Macari), Russell Kiefel 
(Ray Ponting), John Poison (Brian Day), 
Vincent Ball (Capt. Richie), John Frawley 
(Capt. Howson), Edwin Hodgeman (Bill 
Harding), Bill Hunter (Det. Sgt McNeill). 
Synopsis: A film based on the extraordinary 
events of the 1971 Qantas bomb hoax.
COPING
Prod, company......................................Quest Films
Dist. company.........................................Focal Video
Producer................................................David Perry
Director................................ Peter Campbell
Scriptwriter...........................Peter Campbell
Photography.......................................... David Perry
Sound recordist..........................Mark Brewer
Editor..........................................Colin Greive
Composer........................ Bernadette Harvey
Prod, manager.......................... Paul Bugden
1st asst director.........................Lorna Lesley
Continuity...............................................Marie Bayle
Lighting cameraman............................. David Perry
Camera operator....................................David Perry
Camera assistant..................Renee Romeril
Graphics................................ Jamuna Doyle
Make-up........................... Robern Pickering
Props.......................................Susan Glavich
Props buyer.............................Susan Glavich
Neg. matching..................Negative Thinking
Musical director...............Bernadette Harvey
Music recording studio...................Koalaroo
Music recording
engineer........................Trevor McSwiney
Mixer......................................................... Jon Leslie
Title designer.............................Peter Gibson
Catering.......................... Sydney Pemberton
Mixed a t.....................................Dubbs & Co.
Laboratory.............................................. Atlab
Lab. liaison,.......................Warren Delbridge
Length...........................................20 minutes
Gauge.................................................. 16 mm
Shooting stock....................... Fujicolor 8521
Cast: Anna Phillips (Sally), John Pallone 
(Mario), Bernadette Harvey (Tricia), Rowan 
Harvey (Peg), Ken Talbot (Shane), Naren 
Morrison, Toby Slade.
Synopsis: Part 4 of the four-part Full of Life 
series, a series designed to introduce 
children to the concept of a healthy, 
balanced life. Adults are often obsessed with 
“ coping”  and the need to bring some order 
to their lives, but mental well-being and the 
idea of “ self”  are concepts not often pre­
sented to children. This programme intro­
duces children to a few simple skills that can 
help them cope with school, play, relation­
ships and themselves.
THE FAR COUNTRY
Prod, company..........Crawford Productions
Producer........................... John Barningham
Director...............................................George Miller
Scriptwriter............................Peter Yeldham
Based on the novel b y ............................Nevil Shute
Photography............................................ Ron Hagen
Sound recordist.....................John Wilkinson
Editor............................................Adrian Carr
Prod, designer...................................... Otello Stolfo
Composers......................... Garry McDonald,
Laurie Stone
Exec, producers..............Hector Crawford,
Ian Crawford, 
Terry Stapleton
Assoc, producer.......................Michael Lake
Prod, supervisor..................C. Ewan Burnett
Prod, co-ordinator .. .Bernadette O’Mahoney
Prod, manager........................Ray Hennessy
Location manager......................... Don Linke
Prod, accountant....................... Vince Smits
1st asst director......................Brian Giddens
2nd asst director..................................... Tony Forster
3rd asst director...................................Struan Wilson
Continuity......................................Liz Perry
Focus puller...................................Lewis Puli
Clapper/loader......................Gary Bottomley
Key grip.................................Joel Witherden
Asst grip............................Warwick Simpson
Special fx co-ordinator............Brian Pearce
Gaffer.......................................Brian Adams
Electrician................................Tim Morrison
Boom operator....................................... Greg Nelson
Asst art director.............Bernadette Wynack
Make-up...................................Maggie Kolev
Hairdresser...........................Jenny Hughes
Wardrobe..............................Donald Lindsay
Ward, assistants.....................Marion Boyce,
Reuben Thomas
Props buyer..........................................Murray Kelly
Standby props........................Martin Kellock
Set decorators........................Brian Dusting,
John Rouch, 
Darren Jones
Set construction....................Robert Hearne
Asst editor......................Rebecca Grubelich
Sound editors.......................................... Glen Newnham,
Ross Chambers
Stunts co-ordinator...............Glen Ruehland
Still photography...................Teriy Forrester
Armourer..................................Brian Holmes
Best boy.......................................Jon Leaver
Runner........................................ Phillip Stott
Publicity................................................ Susan Wood
Catering........................ Bande Aid Catering
Nurse.................................................. Joanne Scheffler
Budget......................................................$2.8 million
Length......................................4 x 60 minutes
Gauge.................................................. 16 mm
Shooting stock.................................Eastman
Cast: Michael York (Carl Zlinter), Sigrid 
Thornton (Jennifer), Noel Trevarthen (Dr 
Stephen Edwards), Don Barker (Tom), Greg 
Carrol (Joe), Ilona Rogers (Jane), Swawomir 
Warbik (Stanislow), Yaneck Lubamin 
(Sandor).
Synopsis: A love story, set in Victoria’s 
mountain region, between an English girl 
and a displaced Czechoslovakian migrant. 
During World War II, as a doctor in the 
German army, Carl Zlinter did things that 
he’d rather forget. But, in his new life as a 
construction worker on a road building 
project, he finds his past inescapable.
FUELLING UP
Prod, company......................................Quest Films
Dist. company.........................................Focal Video
Producer................................................David Perry
Director.................................Peter Campbell
Scriptwriter........................... Peter Campbell
Photography.......................................... David Perry
Sound recordist.......................................Mark Brewer
Editor......................................................Colin Greive
Composer..................................... Bernadette Harvey
Prod, manager..........................Paul Bugden
1st asst director........................ Lorna Lesley
Continuity...............................................Marie Bayle
Lighting cameraman............................. David Perry
Camera operator....................................David Perry
Camera assistant..................Renee Romeril
Key grip............................................Roy Mico
Graphics.............................................Jamuna Doyle
Make-up............................ Robern Pickering
Props.................................................... Susan Glavich
Props buyer.......................................... Susan Glavich
Special effects..................Michael Creighton
Neg. matching..................Negative Thinking
Musical d irector............................Bernadette Harvey
Music recording studio.................... Koalaroo
Music recording
engineer......................... T revor McSwiney
Mixer......................................................... Jon Leslie
Title designer..........................................Peter Gibson
Catering.......................... Sydney Pemberton
Nutrition consultants...... Marike Janavicius,
Susan Glavich
Mixed a t......................................Dubbs & Co.
Laboratory.............................................. Atlab
Lab. liaison........................Warren Delbridge
Length......................................................... 20 minutes
Gauge.................................................. 16 mm
Shooting stock.................................Fujicolor 8521
Cast: Anna Phillips (Sally), John Pallone 
(Mario), Bernadette Harvey (Tricia), Rowan 
Harvey (Peg), Ken Talbot (Shane), Maite 
Ruiz (Gymnast), David Lowe (Milk bar 
owner), Travis Latter (Milk bar assistant). 
Synopsis: Part 2 of the four-part Full of Life 
series, a series designed to introduce child­
ren to the concept of a healthy, balanced life. 
Fuelling Up introduces children to the world 
of good food by explaining that food is not 
just taste, it is fuel. The programme doesn’t 
simply tell children what to eat, it shows 
them what happens to food after it is eaten. 
The process of digestion, the range of foods 
we need and the chemical content of food 
are all explained in such a way that children 
will learn “ they are what they eat” .
GAME OF LIFE
(Formerly Youth In Australia ’85)
Prod, companies........Communique Pty Ltd,
Ultrafun Pty Ltd
Dist. company...............Communique Pty Ltd
Producer................................................... Jim George
Directors.......................... Michael Pattinson,
Louise Meek, 
Geoff Bruer, 
Hugh Piper, 
James Bradley
Scriptwriter..............................Hanafi Hayes
Editor.......................................Chris Benaud
Prod, designer...................................Bob Hill
Prod, research co-ordinators.........Kris Wyld,
Judy Menczel
Prod, manager........................... Brenda Pam
Prod, secretary...................................Patricia Waites
Prod, accountant................................... David Barnes
1st asst director.....................Stephen Jones
Casting consultants.... Maizels & Associates
Lighting director............... Robert McDonnell
Make-up.................................. Caroline Lette
Music performed b y ..................The Allmiters
Music supervisor...................Gary Hardman
Video facilities..... Tram Broadcast (Sydney),
Lemac Film & Video (Melbourne), 
Jumbuck (Brisbane), 
Smith Video (Adelaide)
Post-production facilities..........20/20 Vision,
Gemini Sound
Le gth.....................................8 x 25 minutes
Gauge...............................................Betacam
Shooting stock.......................................Video
Cast: Nick Conway (Master of Ceremonies), 
Denny Gordon (Miss Heroine), Ian Nimmo 
(Soap box orator), Peter Carmody (School 
teacher). Reporters: Lisa Hensley, Lizbeth 
Kennelly, Angela Martinkus, Simon Njou, 
Simon Peart, Brett Thompson, Mark 
Wooder.
Synopsis: The project is a series of eight 
television programmes designed to reflect 
the realities of being a young person in 
Australia in 1985.
THE GIRL FROM STEEL CITY
Prod, company.........Sinegroup Productions
Dist. company.................................... SBS TV
Producer..................................... Colin Baker
Directors.........................................Ron Way,
Brian Lennane, 
Peter Smith
Scriptwriters.......................Angelo Loukakis,
Ray Biehler
Photography........................................... Gary Moore,
Ross Berriman
Sound recordists....................Paul Bousles,
Bob Hayes
Editor.........................................................Bob Cogger
Prod, designer.....................................Dennis Gentle
Composer............................................... Tony Karras
Exec, producer....................................... John Martin
Prod, manager............................................Uli Wismer
Prod, assistant.........................Lynn Prylinski
Asst directors............................................. Ian Astridge,
Chris Coleman
Director’s asst....................Cathy Blasanato
Lighting.............................. George Nicolaou
Camera operator........................ Michael Joy
Technical director.................. Jacek Drwecki
Key g rip ..................................................Peter Mardell
Gaffer................................. Chika McDonald
Make-up..................................................Trish Glover
Wardrobe..................Emile Gomez Manzano
Props........................................... Doug Riley
Set decorator........................................Marley Fitzpatrick
Set construction................................Warwick Smith
Vision switcher..................... Tony McCulloch
Runner..............................................Jeanette Kennedy
Studios..............Harry Michaels Productions
Length....................................15 x 30 minutes
Gauge....................................................Video
Cast: Elli Hart (Anastasia), Michael Gari- 
falakis (Yannis), Nancy Caruana (Katerina), 
Jim Spyridopoulos (Vag), Stan Kouros (Con). 
Synopsis: The series focuses on the 
Maniatis family, a fictitious Wollongong 
household of Greek origin, and the aspira­
tions of the daughter, Anastasia, who wants 
to be a rock music performer. It combines 
drama, music and humour and is in English 
and Greek with English sub-titles.
THE GREAT BOOKIE ROBBERY
Prod, company....................PBL Productions
Pty Ltd
Dist. company.....................PBL Productions
Pty Ltd
Producer....................................... Ian Bradley
Directors............................................. Marcus Cole,
Mark Joffe
Scriptwriter........................... Phillip Cornford
Director of photography..............Ellery Ryan
Sound recordist......................................Lloyd Carrick
Editor......................................................Kerry Regan
Prod, designer....................................Michael Ralph
Prod, co-ordinator...................................Vicki Popplewell
Prod, managers......................................John Jacob,
Mike Midlam
Unit/location manager.......Leigh Ammitzboll
Prod, secretary....................................... Kerry Stacey
Prod, accountant.................................Mandy Carter
Asst accountant.......................................Fran Lanigan
1 st asst directors...................... Euan Keddie,
Bob Howard
2nd asst director.................................Hamish McSporran
3rd asst director..................................... Mark Chambers
Continuity................................................ Julie Bates
Casting......................................................Joy Sargant
Extras’ casting...................................Melinda Foster
Focus puller........................................... Leigh McKenzie
Clapper/loader.................................... Kattina Bowell
Key grip.....................................Barry Hanson
Asst grip............................................... Darren Hanson
Gaffer........................................................Ted Norsvan
Electrician.............................................Adam Williams
Boom operator....................................... Chris Goldsmith
Art director..................................... lanGracie
Wardrobe...............................................David Rowe
Make-up/hair................Amanda Rowbottom
Asst make-up/hair...............................Leanne White
Ward, assistant..................................Heather Laurie
Standby wardrobe................................. Kerry Thompson
Props buyer........................................Richard Hobbs
Standby props.........................................John Osmond
Special effects.........................Brian Pearce
Asst props buyers....................Andrew Paul,
Murray Gosson
Construction manager........Graeme Gilligan
Stunts co-ordinator.............. Chris Anderson
Armourer..........................................John Fox
Best boy...................................................John Brennan
Runners.................................................... Kris Gintowt,
Craig Griffin
Publicity....................................... Lyn Quayle
Publicity & Promotion
Catering............................... Kristina Frolich,
Michelle Gibson, 
Janette Fisher
Length.................................. 3 x 120 minutes
Scheduled release.........Nine Network, 1986
Cast: John Bach, Catherine Wilkin, Bruno 
Lawrence, Gary Sweet, Gary Day, Candy 
Raymond, Andy Anderson, Scott Burgess, 
George Spartels, Paul Sonkkila.
Synopsis: On April 21, 1976 the unimagin­
able shattered the traditional calm of the 
venerable Victorian Club in Melbourne.
Masked gunmen burst through the doors to 
relieve bookmakers of over $2 million in un­
traceable cash. This mini-series comes as 
close to the truth as anyone may ever come. 
To this day, no one has been charged with 
the crime.
THE HAUNTED SCHOOL
Prod, company................. AVC TC/Revcom
Dist. company.........................................ABC
Producer...................................................Ray Alehin
Director................................................. Frank Arnold
Scriptwriter............................................Helen Cresswell
Photography............................Peter Hendry
Sound recordist........................................Ron Moore
Editor............................................... Lyn Solly
Prod, designer..............................Tony Raes
Prod, manager........................................ Judy Murphy
Unit manager..............................Val Windon
Prod, secretary........................... Sandra Cox
1 st asst director.......................................Alan Parsons
2nd asst director........... Scott Hartford Davis
Continuity.........................Larraine Quinnell
Casting assistant.............. Maureen Charlton
Camera operator...................... Roger Lanser
Clapper/loader..........................Robert Foster
Camera assistant.....................................Paul Pandoulis
Key g rip ............................. John Huntingford
Asst g rip ...................................Gary Burdett
Gaffer........................................................ Tim Jones
Electricians...............................................Ken Pettigrew,
Robert Wickham
Boom operator...................................... David Pearson
Generator operator.......................Bob Woods
Asst production designer............ Col Rudder
Design assistant.............Therese Makinson
Make-up...........................................Christine Balfour,
Jiri Pavlin
Wardrobe........................................... Jolanta Pollett
Wardrobe co-ordinator...........................Elsie Evans
Ward, assistant.................... Chris Pedersen
Props buyer................................. Colin Bailey
Standby props........................ Roy Eagleton,
Chris Ryeman
Special effects........................Brian McClure
Set decorators.................................Tim Tulk,
Russell Burton, 
John Loggan
Set construction....................................Laurie Dorn
Standby set maker....................................Lex Hagen
Asst editor.......................James Tsatsaronis
Standby set finisher................................. Bob Griffin
Still photography....................Martin Webby,
Gary Johnston
Publicity................................Georgie Brown
Length..................................... 8 x 50 minutes
C st: Carol Drinkwater (Fanny), James 
Laurie (Joseph), Emil Minty (Patrick), Grant 
Navin (Richard), Beth Buchanan (Vanessa), 
L igh Nicholls (Clarissa), Vic Hawkins 
(Blackburn), Lynne Porteous (Lil), Mervyn 
Drake (Charlie), Duncan Wass (Rev. Dalton). 
Synopsis: A young English governess finds 
herself alone and unemployed in Sydney 
Town. Her plight is brought to the attention of 
the local bishop’s wife, who offers her a 
small grant to open her own school in a 
remote gold mining settlement.
HECTOR’S BUNYIP
Prod, company................................... Filmrep Ltd
Dist. company....................JNP Films Pty Ltd
Producer....................................Helen Boyd
Director.......................................MarkCallan
Scriptwriter....................... Judith Colquhoun
Story consultant......................Lynn Bayonas
Photography............................. Peter Knevitt
Sound recordist................................. Richard Hill
Editor................................Stuart Armstrong
Prod, designer............................Darrell Lass
Exec, producer...................... James Davern
Prod, co-ordinator......................Julie Forster
Prod, manager..........................................Rod Allan
Prod, secretary......................................Lynne Rowlands
Prod, accountant...................................Catch 123,
Therese Tran
1st asst director.........................Craig Bolles
Continuity............................................. Jacqui Sullivan
Casting......................................Garry Keane
Vision switcher.......................................Steve Harrington
Technical director................. Dennis Murphy
Camera operator...................John Thorntofl
Camera assistant................................... Greg Kung
Key grip................................. Peter Ledgway
Gaffer.........................................Jamie Egan
Boom operators.........................Brett Heath,
Ian Wilson
Asst designer........................................Debra Overton
Make-up.....................................Lloyd James
Hairdresser............................... Lloyd James
Wardrobe................................. Ann Benjamin
Ward, assistant........................Jane Seymour
Props buyer/dresser..............Louella Hatfield
Asst props buyer.................................Robbie Campbell
Standby props........................................Tony Hunt
Art dept attachment.......................... Jennifer Kernke
Carpenters..........................................Marcus Smith,
Errol Glassenbury
Construction manager........................ Dennis Smith
Sound editors..........................................Mike Jones,
Martin Pashley
Tutor......................................................Judith Cruden
Unit nurse.............................................Jacqui Robertson
Camera equipment.................................Tram Broadcast
Best boy..................................................Greg Fitzgerald
Runner...............................Andrew Merrifield
Publicity............... Harrison Communications
Catering.................................................Kathy Trout
Studios................. Filmcentre, North Sydney
Mixed at..............................................Custom Video
Budget............................................. $530,000
Length......................................................... 93 minutes
Shooting stock..................................Betacam
Scheduled release ..Seven National Network 
Cast: Robert Coleby (George Bailey), 
Barbara Stephens (Irene Bailey), Gordon 
Piper (Jack Benson), Syd Heylen (Chooka 
Morris), Joyce Jacobs (Ivy Clements), Brian 
Moll (Ernie Slater), Joan Sydney (Maud 
Tremball), Max Meldrum (Anton Felix), Kevin 
Golsby (Hackett), Tushka Hose (Pandora 
Bailey), Scott Bartle (Hector Bailey). 
Synopsis: Hector, a handicapped boy, 
becomes the centre of international media 
attention when he is abducted by a bunyip. 
The bunyip, Hector’s friend and an accepted 
member of Hector’s foster family, saves 
Hector from being taken away from those he 
loves and sent to an institution.
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RALPH & SUE CLARK 
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WORKSHOPS: (045) 73 6022 
AGENT: (02) 981 1622
RENOWNED FOR OUR RELIABILITY & PERSONAL SERVICE
The leaders in specialised location facilities, transport &  equipment
We supply make-up/wardrobe vans, camera vehicles, standby wardrobe, props & unit vehicles, wind machines, generators, aircraft and actors’ facilities. Also
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KEEP MOVING
Prod, company......................................Quest Films
Dlst. company.............................. Focal Video
Producer...................................... David Perry
Director.................................Peter Campbell
Scriptwriter........................... Peter Campbell
Photography................................David Perry
Sound recordist.......................................Mark Brewer
Editor...................................................... Colin Greive
Composer......................................Bernadette Harvey
Prod, manager........................... Paul Bugden
1st asst director......................................Lorna Lesley
Continuity............................................... Marie Bayle
Lighting cameraman................... David Perry
Camera operator.......................... David Perry
Camera assistant...................Renee Romeril
Graphics.............................................Jamuna Doyle
Make-up........................... Robern Pickering
Props.......................................Susan Glavich
Props buyer...........................................Susan Glavich
Neg. matching..................Negative Thinking
Musical d irector............................Bernadette Harvey
Music recording studio....................Koalaroo
Music recording
engineer........................Trevor McSwiney
Mixer......................................................... Jon Leslie
Title designer..........................................Peter Gibson
Catering.......................... Sydney Pemberton
Mixed a t...................................... Dubbs & Co.
Laboratory.............................................. Atlab
Lab. liaison....................... Warren Delbridge
Length..........................................................20 minutes
Gauge...................................................16 mm
Shooting stock................................. Fujicolor 8521
Cast: Anna Phillips (Sally), John Pallone 
(Mario), Bernadette Harvey (Tricia), Rowan 
Harvey (Peg), Ken Talbot (Shane), Kim 
Walker (Dancer), David Lowe (Heart attack 
man).
Synopsis: Part 3 of the four-part Full of Life 
series, a series designed to introduce 
children to the concept of a healthy, 
balanced life. For the human body to reach 
its peak, and for all its parts to work in 
harmony with the brain, it has to be in tip-top 
condition. Keep Moving explains why we 
have to exercise to live. Rather than just 
demonstrating exercises, the programme 
focusses on the process of physical exertion 
and its relationship to breathing, heart rate, 
co-ordination and the creation of energy.
THE LANCASTER MILLER AFFAIR
Prod, company............................... Lancaster Miller
Productions Pty Ltd
Dist. company.................................Lancaster Miller
Productions Pty Ltd
Producer.................................................. Paul Davies
Director................................................... Henri Safran
Scriptwriter.............................................Peter Yeldham
Photography......................... Ross Berryman
Sound re co rd is t....................................Ross Linton
Editor...................................................Richard Hindley
Prod, designer.......................................David Copping
Composer.............................................. Frank Strangio
Assoc, producer.................................... David Hannay
Prod, supervisor......................................Irene Korol
Prod, co-ordinator................................... Sally Ayre-Smith
Unit manager..................Steven Maccagnan
Prod, secretary.......................Antonia Legge
Prod, accountant..............Howard Wheatley
Asst accountants.............. Antony Shepherd,
Nancy Bekhor
Prod, office attachment.............Debbie Saffir
1st asst director...................................Michael Bourchier
2nd asst director...................... Jake Atkinson
3rd asst director....................................... Nick Alimede
Directing attachment..............Claire Dobbin
Continuity................................................Judy Whitehead
Producers secretary............................ Janet Clarke
Casting.......................................................Lee Lamer
Focus puller............................ Brian Breheny
Clapper/loader........................Mandy Walker
Key grips.................................Barry Hanson,
Geoff Full
Asst grips............................................. Darren Hanson
David Nichols
Gaffer......................................Lindsay Foote
Electrician.............................. Greg Rawson
Boom operator.......................................... Phil Keros
Art director................................................Ken James
Asst art directors.............................Julieanne Mills
Kelvin Sexton, 
Graham Blackmore
Costume designer.................................Bruce Finlayson
Make-up/hairdresser...............................Jose Perez
Asst make-up/
hairdressers........................ Jenny Boehm,
Anna Karpinski
Standby wardrobe.................................. Julie Barton
Asst wardrobe...................................Rochelle Ford
Wardrobe mistress............ Lorna Darbyshire
Seamstresses.......................................Wiggy Brennan,
Enla De Angelis
Draughtsman......................................... Bryce Perrin
Props buyers.......................................... Daryl Mills,
Derrick Chetwyn
Standby props........................John R. Daniell
Special effects........................................Clive Jones,
Wayne Wood
Special effects asst..................... Les Gough
Art dept assistant....................................Toby Copping
Art dept attachment.................................Julie Cleland
Model maker...........................................Peter O'Brien
Asst model maker........................ Kim Sexton
Flying model maker..................... Geoff Tuck
Head scenic artist....................... Ray Pedler
Scenic artist............................... Clive Jones
Brush hand......................................... Michael Rumpf
Construction manager............Danny Burnett
Asst construction manager............Brian Cox
Set makers................................. Patrick Carr,
Robert Hern, 
Michael Hill, 
Arthur Vette, 
Con Mustard
Assistant editor....................Amanda Holmes
Sound editor............................ Roger Savage
Safety supervisor................................... Peter Culpan
Still photography.....................Les O’Rourke
Dialogue coach
(American)......................... Susan Gorence
Dialogue coach
(English)........................Michael Laurence
Location manager/
aviation consultant.............................David Clarke
Pilot.......................................................... Nick Daniel
Stage hand/driver..............................Andrew Wilson
Stage hand.........................Rodney Hayward
Best boy...........................................Jim Hunt
Generator operator..............................Harold Young
Unit runner............................... Robin Newell
Prod, office runner................... Joanne Roth
Publicity.............. The Rea Francis Company
Unit publicists..........................Rea Francis,
Jan Batten
Catering...................................Out To Lunch
Mixed a t......................................... Soundfirm
Laboratory......................................... Cinevex
Lab. liaison............................................ Bruce Braun
Budget.........................................$4,750,000
Length..................................... 5 x 60 minutes
Gauge.................................................. 16 mm
Shooting stock........................................ 7294
Scheduled release......................March 1986
Cast: Kerry Mack (Chubbie Miller), Nicholas 
Eadie (Bill Lancaster), Wayne Cull (Haden 
Clarke), Malcolm Robertson (Carson), 
Stephen Leeder (Hawthorne), June Salter 
(Maud), Barry Hill (Edward), Maureen 
Edwards (Alice), Stacey Testro (Marian), Bud 
Tingwell (Sam Hayes).
Synopsis: A sweeping true life story of love, 
scandal and breathtaking adventure set 
against the epic days of pioneering long­
distance aviation.
LAND OF HOPE
Prod, company................................... Filmrep Limited
Dist. company....................JNP Films Pty Ltd
Producer...............................Suzanne Baker
Directors.................................. Gary Conway,
Chris Adshead
Scriptwriters......................... John Patterson,
Anne Brooksbank, 
Tony Morphett
Photography.............................................. Jan Kenny
Sound recordist........................................ Don Connolly
Editor...............................Stewart Armstrong
Prod, designer........................Owen Williams
Composer................................................Mike Perjanik
Exec, producer.................................... James Davern
Prod, co-ordinator.............................Susanne Darcey
Prod, manager......Rosanne Andrews-Baxter
Unit manager....Christiaan Hoppenbrouwers
Prod, secretary..................... Edwina Nicolls
Prod, accountant................. R.J. Chalmers,
Boften & Assoc.
1st asst directors.....................................John Warran,
Stuart Wood
2nd asst director.................................... Peter Kearney
3rd asst director..........................Nicola Long
Continuity...................................................Liz Barton
Casting............................................ Mary-Ann Eckstein
Lighting camera.........................................Jan Kenny
Camera operator...................................... Jan Kenny
Focus puller..........................................Daren Keogh
Clapper/loader................................... Miriana Marusic
Key g rip .................................................Bruce Barber
Asst grip..............................................George Wormald
Gaffer....................................................... Sam Bienstock
Electrician...............................................Greg Fitzgerald
Electrics asst................................... Jonathon Hughes
Boom operator.......................................... Joe Spinelli
Art director................................................ Ron Highfield
Art dept co-ordinator............................ Penny Lang
Costume designers................................Terry Ryan,
Fiona Reilly
Make-up..............................................Marjory Hamlin,
Mary Rea
Hairdresser..............................................Willi Kenrick
Wardrobe buyer..................................... .Nicki Reilly
Standby wardrobe................................. Fiona Nicolls
Props buyers............................................Billy Allen,
Mark Dawson
Standby props.........................................Colin Gibson
Scenic artist.................................... Eric Todd
Set construction....................................... .Phil Worth
Asst editor...........................................Melissa Blanch
Sound editors.......................................... Mike Jones,
Martin Pashley
Editing assistants.......................Diane Prior,
" Cathy Fenton
Dubbing editor..............................Diane Prior
Asst dubbing editors...................Mike Jones,
Martin Pashley
Best boy...................................... Jamie Egan
Runner........................Toby Churchill-Brown
Publicity............... Harrison Communications
Unit publicist.............................. Mandy Cook
Catering..................................Kaos Catering
Studios....................... Filmrep Ltd, Mort Bay
Mixed at.................................. Custom Video
Laboratory.............................................. Atlab
Budget......................................... $4,595,000
Length................................... 10 x 50 minutes
Gauge...................................................16 mm
Cast: Maureen Green (Young Maureen 
Quinn), Patricia Kennedy (Old Maureen 
Quinn), Patrick Dickson (Paddy Quinn), 
Benjamin Franklin (Kevin Quinn), Penelope 
Stewart (Young Nesta Quinn), Melissa Jaffer 
(Old Nesta Quinn), Drew Forsythe (Old Frank 
Quinn), Melita Jurisic (Kathleen Quinn), 
Peter Kowitz (Leo Quinn), Richard Moir 
(Dominic Quinn).
Synopsis: The saga of an Irish Catholic 
working-class family, set against the bitter­
ness, successes and disappointments of the 
Australian labour movement through the 
years 1890-1972.
THE LAST WARHORSE
Prod, company........................... Filmrep Ltd
Dist. company....................JNP Films Pty Ltd
Producer.....................................Helen Boyd
Director....................................... Bob Meillon
Scriptwriter.............................................Colin Free
Story consultant......................................Lynn Bayonas
Based on the original idea
b y ........................................................ Colin Free
Photography.......................................... Peter Knevitt
Sound recordist..........................Richard Hill
Editor..................................................... David Jaeger
Prod, designer......................................Darrell Lass
Exec, producer....................... James Davern
Prod, co-ordinator................................... Julie Forster
Prod, manager..........................................Rod Allan
Prod, secretary..................................... Lynne Rowlands
Prod, accountant...................................Catch 123,
Therese Tran
1 st asst director..................................... Peter Conroy
2nd asst director.................................... Peter Warman
3rd asst director.....................................Kerry Jackson
Continuity...............................................Tracy Padula
Casting.................................................. Garry Keane
Technical director................. Dennis Murphy
Vision Switcher......................................Steve Harrington
Camera operator...................John Thornton
Camera assistant................................... Greg Kung
Key grip................................. Peter Ledgway
Gaffer.....................................................Jamie Egan
Boom operators....................................Cathy Gross,
Ian Wilson
Design assistant....................Debra Overton
Make-up......................................Lloyd James
Hairdresser................................ Lloyd James
Wardrobe...............................Ann Benjamin
Ward, assistant......................Jane Seymour
Asst props buyer.................................Robbie Campbell
Props buyer/dresser........................... Louella Hatfield
Standby props........................................Tony Hunt
Special effects......................................Reece Robinson
Art dept attachment.......................... Jennifer Kernke
Scenic artist...........................Deanna Doyle
Carpenters............................ Marcus Smith,
Errol Glassenbury, 
Gerard Marr
Construction manager..............Dennis Smith
Sound editors.............................. Mike Jones,
Martin Pashley
Stunts co-ordinator................. Frank Lennon
Tutors...................................... Sue Morrow,
Judith Cruden
Unit nurse.........................Jacqui Robertson
Tech, adviser...................Kazue Matsumoto
Wranglers................................................. Ken Wood,
* Daphne Pearson
Camera supplies....................................Tram Broadcast
Best boy..................................................Greg Fitzgerald
Runner............................. Andrew Merrifield
Publicity.............. Harrison Communications
Catering................................................ Kathy Trout
Studios................Film Centre, North Sydney
Mixed a?.................................. Custom Video
Budget.............................................$530,000
Length...........................................93 minutes
Shooting stock................................ Betacam
Scheduled release ..Seven National Network 
Cast: Graham Dow (Pop), Robert Carlton 
(Ray), Olivia Martin (Dee), Kristin Veriga
a , Kazue Matsumoto (Ishikawa), Ritchie _er (Parker), Kurt Schneider (Benkie), KerTji Konda (Mikio).
Synopsis: Ishikawa, a Japanese business­
man, takes up residence in Sydney to direct 
the construction of a waterfront develop­
ment. Unbeknown to him his employees, 
seeing the opportunity to make a quick quid, 
use his name to try to acquire the adjoining 
property. This is the home of Pop McKenzie,
scrap merchant, his grandchildren and their 
beloved Clydesdale horse, Sam.
THE LOCAL RAG
Prod, company.................................. ABC-TV
Producer.................................................Keith Wilkes
Director...................................................Keith Wilkes
Scriptwriter............................................. Coral Drouyn
Based on the original treatment
by.........................................................Colin Talbot,
Stephen Rice
Script editor.................................. Bill Garner
Prod, designer........................ Alwyn Harbott
Prod, secretary.............................Sarah Hall
Prod, assistant.......................................... Lee Heming
1st asst director...................................Maggie Goller
Continuity..................................................Lee Heming
Casting.........................................Greg Apps
Lighting director.......................... Ron Cromb
Synopsis: Down to earth story of a mixed 
group of professionals and casuals, 
transients and permanents, who make up 
the production crew of a suburban news­
paper.
MOTHER AND SON
(Series 3)
Prod, company.......................................ABC
Dist. company........................................ABC
Producers..............................................Geoff Portman,
John O'Grady
Director.................................................. Geoff Portman
Scriptwriter....................................... Geoffrey Atherden
Script editor............................ John O’Grady
Photography............................Richard Bond,
Murray Tonkin, 
Glenn Tray nor, 
Denis Ghatt, 
Greg Hilton
Sound operators..................................... John Segal,
Wayne Kealy
Prod, designer........................Graeme Gould
Composer...................................................Bill Motzing
Prod, manager....................................... Coral Crowhurst
Prod, secretary....................................... Julie Vance
Prod, assistant.......................................Anita Atkins
1st asst director......................................Brian Sandwell
2nd asst director.............Geoffrey Newnham
Boom operators......................................... Ian Wilson,
Ross Wilson
Make-up..................................................Hana Fiserova
Wardrobe................................................ Elsie Rushton
Props buyer.......................................... Paddy McDonald
Stage assistants.......................................Don Page,
Gerard Collins
Video editor............................................ John Berry
Lighting director.................................... David Arthur
Technical producer................................ Peter Ollier
Vision mixer...........................Bruce Wilson
Length......................................7 x 30 minutes
Cast: Ruth Cracknell (Maggie), Garry 
McDonald (Arthur), Henry Szeps (Robert), 
Judy Morris (Liz).
Synopsis: The continuing trials of Arthur as 
he faces the problem of looking after 
Maggie, his ageing mum.
OUTSIDE IN SKIN
Prod, company............................Quest Films
Dist. company.........................................Focal Video
Producer...................................... David Perry
Director.................................Peter Campbell
Scriptwriter........................... Peter Campbell
Photography................................David Perry
Sound recordists...................... Mark Brewer,
George Weiss
Editor...................................................... Colin Greive
Composer..................................... Bernadette Harvey
Prod, manager...........................Paul Bugden
1st asst director.......................... Lorna Lesley
Continuity...............................................Marie Bayle
Lighting cameraman................... David Perry
Camera operator..........................David Perry
Camera assistant.................. Renee Romeril
Graphics.............................................Jamuna Doyle
Make-up............................Robern Pickering
Props.................................................... Susan Glavich
Pr ps buyer.......................................... Susan Glavich
Neg. matching..................Negative Thinking
Musical director........................... Bernadette Harvey
Mixer......................................................... Jon Leslie
Title designer..........................................Peter Gibson
Catering.......................... Sydney Pemberton
Music recording studios..................Koalaroo
Music recording
engineer........................ T revor McSwiney
Mixed a t......................................Dubbs & Co.
Laboratory..............................Atlab Australia
Lab. liaison........................Warren Delbridge
Length...........................................20 minutes
Gauge...................................................16 mm
Shooting stock........................ Fujicolor 8521
Cast: Anna Phillips (Sally), John Pallone 
(Mario), Bernadette Harvey (Tricia), Rowan 
Harvey (Peg), Ken Talbot (Shane). 
Synopsis: Part 1 of the four-part Full o f Life 
series, a series designed to introduce 
children to the concept of a healthy, 
balanced life. Skin is the body’s largest 
organ. This programme explains the diverse 
functions of this complex fabric and demon­
strates simple techniques children can use 
to look after their skin and protect it from the 
ravages of the harsh Australian climate.
QUEST FOR HEALING
Prod, company......Independent Productions
Pty Ltd
Dist. company........Independent Distributors
Pty Ltd
Producer...................................Richard Davis
Director............................................... Richard Davis
Scriptwriter.........................................Richard Davis
Based on the original idea
b y .......................................................Danae Brook
Photography............................Hans Heidrich
Sound recordist............................Noel Quinn
Exec, producer.......................................Gene Scott
Prod, manager...................Cheryl Buckman
Still photography................Cheryl Buckman
Mixed a t ........................................... Colorfilm
Laboratory........................................Colorfilm
Lab. liaison......................Richard Piorkowski
Budget................................... ...... $1.1 million
Length......................................8 x 50 minutes
Gauge...................................................16 mm
Shooting stock..........................Eastmancolor
Scheduled release...................................April 1986
Synopsis: A worldwide investigation of tradi­
tions and methods of alternative healers. 
The series shows there are methods of 
healing, used for thousands of years, 
developed through constantly changing 
societies but remaining essentially the same. 
They work on the root cause of illness and 
take the whole being into account, mind, 
body and spirit.
THE QUEST FOR LOVE
Prod, company............Entertainment Media
Pty Ltd
Producer................................................. Peter Beilby
Director...............................Jeremy Cornford
Scriptwriter......................... Jeremy Cornford
P otography.............................David Olney,
Gary Smith
Sound recordists....................................Sean Meltzer,
Paul Clark, 
Ian Wilson
Editor...........................................John Dutton
Exec, producer........................Robert Le Tet
Prod, co-ordinator....................Christine Hart
Pr d, manager........................................ Tony Leach
Prod, accountant........................................Ian Smith
Casting......................................Simone Dole
Key g rip ...................................................... Ian McMillan
Props................................................. Jo-anne Munro
Asst editors..........................Nigel Borthwick,
Peter Litton
Sound editor...................................Gerry Bell
Narrator..........................................Gary Files
Runner...................................Dean Rankine
Studios........................................ Soundstage
Mixed a t............... Film Soundtrack Australia
Laboratory......................................... Cinevex
Length..........................................................96 minutes
Gauge...................................................16 mm
Shooting stock.Eastman Color Negative
Synopsis: An exploration of contemporary
relationships — love, romance, sexuality.
RETURN TO EDEN
Prod, company..................Eden Productions
Producer....................................................Tim Sanders
Directors......................................Rod Hardy,
Arch Nicholson, 
Kevin Dobson
Photography.................................. Yuri Sokol
Sound recordist.............................. Tim Lloyd
Editor supervisor................... David Huggett
2nd editor.................................... Kim Moodie
Prod, designer............... Laurence Eastwood
Exec, producer...........................................Hal McElroy
Assoc, producer.................... Keith Aberdein
Prod, co-ordinator.................... Fred Harden
Prod, manager................. Sandra Alexander
Location/unit manager................Hugh Cann
Asst unit manager........Richard Montgomery
Prod, secretary.....................Joanne Rooney
Prod, accountant............................... Michael Boon
Prod, assistant......................................Jenny Ward
1st asst directors................... James Parker,
Barry Hall
2nd asst director.................... Nick Reynolds
3rd asst director.......................... Paul Manos
2nd unit director....................Michael Falloon
Continuity.............................Kristin Voumaro
2nd unit continuity...................Gayle Pigalle
Script supervisor.......................................Ray Kolle
Accountant assistant............Louise Lanceley
Casting...................................M & L Casting,
Suzanne Johannesen, 
Sue Muggleton
Script typist...............................Rose Hansen
2nd unit/2nd cameraman.........Murray Ware
Camera dept co-ordinator......Helen Galbrith
Camera operator.................. Martin McGrath
Focus puller..................... Calum McFariane
Clapper/loader........................Phillip Murphy
Grip...................................................Grahame Litchfield
Asst grip ......................................................Ian McAlpine
Post-production supervisor........ Brian Hicks
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Post-production sound..................Tim Lloyd
1st electrics............................ Grant Atkinson
Studio electrics.................... Paul Johnstone,
Tony Lang
Boom operator............................. Phil Tipene
2nd boom................................Peter Giddings
Art director..............................Marta Statescu
Design consultant.................. Kathy Simpson
Make-up................................Rosalina D’Silva
Hairdresser.........................................Francia Smeets
Wardrobe................................................... Miv Brewer,
Pia Kryger
Standby wardrobe.................... Margot Grace
2nd unit make-up...........................Christiana
Props buyer.............................Fran Holloway
Standby props.........................Julianne White
Standby props 2nd unit........Michael Makin
Stage hand.............................. Glen Flecknoe
Set construction manager......Rob Ricketson
Standby constructions........Brendan Shortall
Asst editor..............................................Carrie Beehan
Business affairs manager.....Garth Symonds
Financial manager.................................Kevin Wright
Financial director......................................Rob Fisher
Dubbing editors..........................Les Fiddess,
Tony Vaccher
Dubbing assistants............ Simon Smithers,
John Dennison
Safety officer......................Rocky McDonald
Still photography..........................Vivian Zink
2nd best boy.............................................. Ray Kalcina
Production runner.......Toby Churchill-Brown
Unit publicist.......................................Victoria Buchan
Catering...................................................John Welch
(Action Catering)
Post-production sound
facilities............................ Spectrum Films
Mixed at...........................................Videolab
Laboratory.......................................Colorfilm
Post-production...............................Videolab
Length...................................22 x 60 minutes
Gauge................................................... 16 mm
Cast: Rebecca Gilling (Stephanie Harper), 
James Smiliie (Dan Marshall), Daniel Abineri 
(Jake Sanders), Peta Toppano (Jilly
Stewart), Peter Cousens (Dennis), Megan 
Williams (Cassie Jones), Angelo D’Angelo
(Angelo Vitale), Peter Gwynne (Bill Mc­
Master), Warren Blondell (Tom McMaster). 
Synopsis: The story begins seven years 
later, Stephanie Harper — Australia’s richest 
woman — has been happily married to her 
plastic surgeon husband. Her two children 
are now young adults, involved in the Harper 
’empire’ and in their own problems. The 
release of Jilly Stewart from prison starts a 
dramatic chain of events.
SATURDEE
Prod, company.................. LJ Production Ltd
Dist. company..................... 7 Network (Aust.)
Producers................................................John Gauci,
Louise Hall
Director.................................................... John Gauci
Scriptwriters................... Judith Colquhoun,
Peter Hepworth
Based on the novel by......... Norman Lindsay
Photography................................... Clive Sell
Editor....................................Scott McLeland
Exec, producer.................................. Stephen Vizard
Assoc, producer.....................................Frank Brown
Prod, supervisor.....................................Frank Brown
Prod, secretary......................................Sarah Byrne
Prod, accountant...........Maclean & Patterson
1 st asst director.......................................Kath Hayden
2nd asst director....................................... Sigi Imitus
Continuity.............................Robyn Crawford
Casting..................................Lee & Jo Lamer
Camera operator......................................Phyl Cross
Camera assistant....................................Sean Lander
Key g rip ...........................................Tony Hall
Gaffer................................................. Malcolm Malean
Costume designer...................................Rose Chung,
Chona & Merkel
Make-up.............................................. Patricia Payne
Budget...................................................... $1.4 million
Length...................................10x30 minutes
Gauge..............................Shooting Betacam,
eventual release on 1-inch tape 
Synopsis: Saturdee focuses on the exploits 
of Peter Gimbie and his friends, providing us 
with a guided tour of the development of a 
boy into a young man. It explores the factors 
that impinge upon this development. Some 
of these factors, such as the concept of 
mateship are uniquely Australian, whilst 
others, such as the struggle against an older 
generation’s conservativeness are common 
to all adolescents. The series is set between 
the middle to late 1920s in and around 
Kreswick in Victoria.
A SENSE OF DIRECTION
Prod, company.............Entertainment Media
Pty Ltd
Dist. company.............. Entertainment Media
Pty Ltd
Producers................................ Peter Beilby,
Peter Hicks
Director....................................... Peter Hicks
Scriptwriter..................................Peter Hicks
Photography.................................. John Hall,
Vlad Bunyevich
Sound recordist...................................George Craig
Editor...........................   Tom Kinkei
Composer...............................................Robin Gador
Exec, producers...................... Robert Le Tet,
Anne Basser
Assoc, producer...................................... Tony Leach
Prod, co-ordinator.............................Christine Hart
Prod, facilities....................... The Film House
Mixer........................................................Peter Palankay
Narrator.................................................. Robin Williams
Post-production facilities........The Edit Shop
Length........................................... 57 minutes
Gauge......................................Beta, 1" video
Shooting stock......................................... Beta
Synopsis: An examination of the prepara­
tion and staging of the 11th World Orienteer­
ing C ham pionships by Austra lia  in 
September 1985. Mapmaking, training and 
competition culminate in the Individual 
Championship Event at Kooyoora State 
Park, Central Victoria.
SHOUT — THE STORY OF 
JOHNNY O’KEEFE
Prod, company...................View Pictures Ltd
Dist. company....................... Seven Network
Producer.....................................Ben Gannon
Director......................................................Ted Robinson
Scriptwriter........................................... Robert Caswell
Photography............................... Dan Burstall
Editor...................................... Robert Gibson
Prod, supervisor................................. Sandra McKenzie
Prod, manager....................... Barbara Gibbs
Prod, secretary..............................Dixie Betts
Prod, accountant...........................Catch 123
1st asst director..................................... Steve Andrews
2nd asst director........................ Chris Webb
3rd asst director.....................................Henry Osborne
Continuity...................................... Pam Willis
Casting................................................Sandra McKenzie
Extras'casting..................................Christine Woodruff
Camera operator........................ Dan Burstall
Focus puller................................................ Ian Thorburn
Clapper/loader.................................... Felicity Surtees
Key grip.....................................................Paul Thompson
Asst grips............................................ George Tsoutas,
Phil Stainer
Gaffer....................................... Reg Garside
Electrician.........................................Gary Hill
Boom operator..............................David Lee
Art director............................................. Owen Patterson
Asst art director.........................Dale Duguid
Art dept attachment.................. Martin Wale
Art dept runner...........................................Phil Drake
Costume designer................................Jennie Tate
Make-up............................Lesley Vanderwatt
Hairdresser............................................ Ziggy
Ward, assistants........................Glynis Stow,
Annie Peacock
Cutter/pattern maker................Judy Parker
Asst cutter/pattern maker.............Kate Green
Standby wardrobe................................ Jenny Miles
Props buyers...........................................Sally Campbell,
Blossom Flint
Standby props........................... Igor Lazareff
Set decorator...........................................Sally Campbell
Set construction.......................Alan Fleming
Asst editors................................Jacqui Fine,
Claire O'Brien
Musical co-ordinator........ Christine Woodruff
Sound editor........................................ Jacqui Fine
Best boy..................................................Craig Bryant
Runner............................................. Jonathan Cohen
Publicity................................................... Patti Mostyn
Catering............................................Janette’s Kitchen
Production office
attachment.........................................Maria Phillips
Mixed a t......................................... Soundfirm
Laboratory...............................................Atlab
Lab. liaison........................ Bruce Williamson
Budget...................................................... $2.2 million
Length................................... 2 x 120 minutes
Gauge...................................................16 mm
Shooting stock...................................... Kodak
Cast: Terry Serio (Johnny O’Keefe), 
Marcelle Schmitz (Marianne O’Keefe), 
Melissa Jaffer (Thelma O’Keefe), John 
McTernan (Lee Gordon), Candy Raymond 
(Maureen O'Keefe), Tony Barry (Alan Heffer- 
nan), John Paramor (Bill Haley), Ritchie 
Singer (Max Moore), Liz Harris (Valda 
Marshall).
Synopsis: A dramatised recreation of the life 
of Australia’s legendary King of Rock and 
Roll — Johnny O’Keefe.
SPEARFIELD’S DAUGHTER
(Australian, Vietnamese and Irish 
sequences)
Prod, company........Robert Haimi Inc. (N.Y.)
Dist. company.............................Metromedia
Producer.............................................. Robert Altman
Director................................................Gilbert Shiiton
Scriptwriter....................................Jon Cleary
Based on the novel by................... Jon Cleary
Photography............................John McLean
Sound recordist......................................David Glasser
Prod, designer.................................... Louella Hatfield
Exec, producer...................Robert Haimi Jnr
Assoc, producer.......................Brian Chirlian
Prod, manager.......................................Kevin Powell
Location manager...................Hugh Johnson
Prod, secretary................... Linda Standfield
Prod, accountant............................Catch 123
1st asst director...................................... Brian Cook
2nd asst director......................................Mike Fuller
Continuity............................................Shiriey Ballard
Clapper/loader......................... Marcus Hides
Key grip................................ Graham Mardell
Gaffer.....................................Warren Mearns
Electrician..............................Warren Mearns
Art director..................................................Ro Cook
Make-up................................Rob McCarron
Make-up standby.....................Bob Williams,
Ruth Sainsbury
Wardrobe........................... Jenny Campbell
Props.................................. Jock McLaughlin
Standby props..........................Dareli Wilson,
Robbie Campbell
Special effects...........................Visual Effect,
Brian Pearce (IRA & SAS scenes), 
Chris Murray, 
David Hardy (Vietnam scenes)
Armourer..................................Robert Coleby
Nurse.................................. Sharon Marshall
Stunts co-ordinator...................... Guy Norris
Runner.................................. Roland Sullivan
Catering..............................Mac Enterprises
Laboratories................................. Atlab, CFL
Length.....................33 minutes (in Australia)
Gauge...................................................16 mm
Shooting stock........................................ECN
Cast: Christopher Plummer, Steve Rails- 
back, Kim Braden, Ross Petty, Chris 
Wiggins
Synopsis: The story of an Australian news­
paperwoman, the daughter of a senator, who 
is posted to cover the Vietnam War. From 
there, she becomes involved in work in 
trouble spots around the world, culminating 
in her take-over of a newspaper chain in the 
United States.
STUDIO 86 — LADIES DAY
Prod, company........................................ABC
Director.........................................Peter Fisk
Scriptwriter............................................ Grant Fraser
Based on the original idea
by........................................................ Grant Fraser
Videotape editor................................ Graham Tickle
Prod, designer...................... Janet Patterson
Asst design...................................Cathy Slim
Exec, producer.......................John Croyston
Prod, manager................ Stephen O’Rourke
Prod, secretary.............................Padma Iyer
1 st asst director...................................... Scott Feeney
2nd asst director.................... Gary Stephens
Script editor...........................Wendy Charell
Producer’s assistant.................Lynn Poynter
Casting....................................Jennifer Allen
Lighting director.....................Bruce Liebeau
Camera operators.................. Richard Bond,
Tony Conolly, 
Greg Hilton, 
Michael Osborne
Boom operators............................ Ian Wilson,
Ross Wilson
Graphics designer................................. Julian Eddy
Make-up...............................................Sandie Bushell
Wa drobe................................................Barry Lumley
Props.....................................Mark Stanforth,
Alan Bracken
Props buyer............................ Susan Glavich
Special effects.......................................Laurie Faen
Music and effects..................................... Sue Segal
Sound....................................................... Ron Marlon
Vision m ixer......................... Peter Hanrahan
Vi i  control............. ................ Garth Byme
Lighting console.......................................Nick Verzi
Lighting assistant...................................... Les Lucas
Sound effects........................................Robyn Foster
Tech, producer............................Barry Quick
Publicity................................Georgie Brown
Length..........................................................30 minutes
Cast: Kerry Walker (Vera), Gillian Hyde 
(Shirley), Genevieve Lemon (Eileen). 
Synopsis: Sydney in the sixties and three 
barmaids retreat to the ladies lounge of a 
pub after having marched down George 
Street in a demonstration demanding equal 
pay. The march has begun a process that 
will change their lives, their relationships 
with their men and their striving for equality. 
The climax of the play is the decision to drink 
in the greatest bastion of male supremacy, 
the public bar.
STUDIO 86 — RESTORATION 
PIECE
Prod, company........................................ABC
Director........................................Ron Elliott
Scriptwriter...................................Philip Ryall
Based on the original idea
by ............................................Philip Ryall
Videotape editor........................Trevor Miller
Prod, designer............................. Roger Ford
Exec, producer....................... John Croyston
Prod, manager................ Stephen O’Rourke
Prod, secretary............................ Padma Iyer
1st asst director........................ Scott Feeney
2nd asst director...........Scott Hartford-Davis
Script editor.........................................Wendy Charell
Producer's assistant.......... Rhonda McAvoy
Casting...............................................Jennifer Allen
Lighting director...................................... Ezio Belli
Camera operators..............................Richard Bond,
Tony Conolly, 
Dennis Ghat, 
Glenn Traynor
Boom operators......................................... Ian Wilson,
Ross Wilson
Make-up...............................................Sandie Bushell
Wardrobe.................................................Elsie Rushton
Props................................... Mark Stanforth,
Alan Bracken
Props buyer...........................................Susan Glavich
Special effects.................................... Pauline Grebert
Sound.....................................................David Dundas
Vision mixer........................................Michael Flint
Vision control..............................................Alf Samperi
Lighting console............... Laurie Donaldson
Sound effects........................................Robyn Foster
Tech, producer........................................John Nixon
Publicity.............................................Georgie Brown
Length......................................................... 30 minutes
Cast: Barry Otto (Van Mint), John Forward 
(Author), Katrina Foster (Mrs Van Mint). 
Synopsis: An impoverished author, behind 
in his rent, begins to create characters of a 
play: they gradually assume independence. 
Mr and Mrs Van Mint are a middle-aged 
couple who are about to be evicted when a 
strange twist of fortune places them, for the 
first time, in a position where they have a 
chance to take control of their lives.
STUDIO 86 — SISTERS IN THE 
BATHROOM
Prod, company........................................ABC
Director................................................... Peter Fisk
Scriptwriter.............................................Lissa Benyon
Based on the original idea
by.........................................................Lissa Benyon
Videotape editor........................ Trevor Miller
Prod, designer...................Geoffrey Wedlock
Design asst.............................Andrew Harris
Exec, producer...................... John Croyston
Prod, manager................Stephen O’Rourke
Prod, secretary.............................Padma Iyer
1st asst director......................Graham Millar
2nd asst director...................Steve Stannard
Script assistant......................Wendy Charell
Producer’s assistant.........Elizabeth Steptoe
Casting......................................Jennifer Allen
Lighting director...................................... Ezio Belli
Camera operators..............................Richard Bond,
Tony Conolly
Boom operators........................... Ian Wilson,
Ross Wilson
Wardrobe..................................... Ron Dutton
Props buyer...........................................Susan Glavich
Sound..................................................... David Dundas
Sound effects........................................Robyn Foster
Tech, producer............................ John Dixon
Publicity............................................. Georgie Brown
Length.......................................... 30 minutes
Cast: Gia Carides (Margot), Zoe Carides 
(Louise).
Synopsis: Margot and Louise are very close 
as sisters, some people might say un­
healthily so. In a crowded house with a large 
family their relationship finds privacy and 
exclusion in the bathroom.
STUDIO 86 — STRAWBERRY GIRL
Prod, company........................................ABC
Director................................................... Peter Fisk
Scriptwriter......................Pamela van Amstel
Based on the original idea 
by.................................Pamela van Amstel
Videotape editor........................ Trevor Miller
Prod, designer.................. Geoffrey Wedlock
Exec, producer....................... John Croyston
Prod, manager.................Stephen O’Rourke
Prod, secretary.............................Padma Iyer
1st asst director......................Graham Millar
2nd asst director...................Steve Stannard
Script editor...........................Wendy Charell
Producer’s assistant........ Elizabeth Steptoe
Casting................................... Jennifer Allen
Lighting director..............................Ezio Belli
Camera operators..................Richard Bond,
Tony Conolly, 
Dennis Ghatt, 
Glenn Traynor, 
Bronwyn Allomes
Boom operators..........................................Ian Wilson,
Ross Wilson
Graphics designer................................. Julian Eddy
Make-up.............................................Michelle Myers
Wardrobe..........................Carolyn Matthews
Props.......................................................Glen Daly,
Mark Stanforth
Props buyer............................Susan Glavich
Special effects.......................................Laurie Faen
Music and effects.................. Mark Johnson
Sound..................................... David Dundas
Vi ion m ixer...........................................Bruce Wilson
Vision control.............................................. Alf Samperi
Lighting console................................... Nicolo Verzi
Lighting assistant...................................... Les Lukas
Tech, producer........................................John Nixon
Publicity.............................................Georgie Brown
Length..........................................................30 minutes
Cast: Gia Carides (Strawberry Girl), Zoe 
Carides (Christine), Nique Needles (Young 
Man).
Synopsis: Christine, seventeen, an Intro­
verted, insecure girl overcomes her shyness 
by assuming a flamboyant persona, the 
Strawberry Girl, an outgoing, confident and 
daring projection.
STUDIO 86 — WHAT WE DID IN 
THE PAST
Prod, company........................................ABC
Director..........................................Ron Elliott
Scriptwriter............................Keith Dewhurst
Based on the original idea
by........................................Keith Dewhurst
Videotape editor....................Graham Tickle
Prod, designer......................Murray Picknett
Exec, producer....................... John Croyston
Prod, manager................ Stephen O’Rourke
Prod, secretary............................Padma Iyer
1st asst director..................................Graham Millar
2nd asst director................. Steve Stannard
Script editor...........................Wendy Charell
Producer’s assistant.............................Emma Peach
Casting.....................................Jennifer Allen
Lighting director..................... Brue Liebeau
Camera operators.................. Richard Bond,
Tony Conolly, 
Greg Hilton, 
Michael Osborne
Boom operators............................Ian Wilson,
Ross Wilson
Wardrobe...........................................Caroline Suffield
Props buyer...........................................Susan Glavich
Sound..................................................... David Dundas
Vision m ixer.........................Peter Hanrahan
Vision control.............................................. Alf Samperi
Lighting console.......... .....Laurie Donaldson
Lighting assistant...................................... Les Lucas
Sound effects........................................Robyn Foster
Tech, producer.......................................Barry Quick
Publicity.................................Georgie Brown
Length..........................................................30 minutes
Cast: Melissa Jaffer (Margaret), Kevin Miles 
(Jim), Bill Young (Barry).
Synopsis: An early summer evening on one 
of Sydney’s beaches and a residents’ 
association is meeting in the surf club. The 
peaceful beauty of the beach is under threat 
from developers but perhaps a meeting 
engineered between Jim, the developer, and 
Margaret, his former love, may change the 
day.
SWORD OF HONOUR
Prod, company ...Simpson Le Mesurier Rims
Producer........................... Roger Le Mesurier
Directors...................................................Pino Amenta,
Catherine Millar
Scriptwriters......................................... Roger Simpson,
Kathy Mueller, 
Peter Kinloch, 
Tom Hegarty
Based on the original Idea
by........................................................Roger Simpson
Photography........................... David Connell
Sound recordist.................. Andrew Ramage
Editors............................................. Phil Reid,
Peter Burgess
Prod, designer....................... Bernard Hides
Composer.............................. Greg Sneddon
Exec, producer...................................... Roger Simpson
Assoc, producer.................. Brian D. Burgess
Prod, co-ordinator............Rosslyn Abernethy
Location/unit manager.............................Paul Healey
Location assistant/RIm
Victoria attachment............. Tim Browning
Prod, assistant............................Jenny Gray
Prod, accountant...............................Candice Dubois
Asst accountant........................... Debra Cole
1st asst directors.................................... John Powditch,
Bob Donaldson
2nd asst director................. Brett Popplewell
3rd asst director......................................... Ian Kenny
Continuity.................................... Jenny Tosi
Casting......................................... Liz Mullinar
Casting consultants..................... Lee Lamer,
Jo Larner
Camera operator................................... David Connell
Focus puller................................. Greg Ryan
Clapper/loader..........................Bruce Phillips
Key grip .................................... Ian Benallack
Asst grips.............................................. Stuart Crombie,
Arthur Manousakis
Gaffer..................................................Stewart Sorby
Best boy.................................................. Peter Malony
Genny operator........................ DickTummel
Boom operator........................................Scott Rawlings
Art director......................................... Virginia Bieneman
Art dept secretary...................................Maria Pannozzo
Costume designer.................... Jane Hyland
Make-up...............................................Felicity Schoeffel
Make-up assistant...............................Wendy Freeman
Hairdresser...........................................Cheryl Wiliams
Wardrobe supervisor.............Margot Lindsay
Standby wardrobe.............. Jeanie Cameron
Military dresser...................Phil Chambers
Ward, assistant.......................... Anna Baulch
Costumiere.............................................. Mary Gauzo
Props buyers........................................Harvey Mawson,
Sue Maybury
Storyboard artist........................Sue Maybury
Props assistants......................................Tony Hanning,
James Cox
Standby props.......................... Harry Zettel
Draughtsman...................... Peter Macdonald
Special effects........................................ Brian Pierce
Special effects assistants........ Peter Stubbs,
Jamie Thompson
Scenic artist..............................................Kate Joyce
Set finisher.........................................Graham Mathews
Carpenters................................................ Ray Taylor,
Dominic Villella
Set construction manager........ Ray Pattison
Construction assistant.........Danny Corcoran
Mobile bus driver.......................Alison Coop
Sound editor..........................................Glenn Martin
Stunts co-ordinator.....................................Bill Stacey
Safety co-ordinator.........Kurt Von Schneider
Still photography.....................................Suzy Wood
Wrangler...............................................Gerald Egan
Armourer................................................. Brian Burns
Production office runner......Cameron Mellor
Art dept runner....................Michael Mecurio
Publicity................................................Marian Page
Catering................Beeb and Jane Fleetwood
Mixed a t.................................................. Atlab
Laboratory...............................................Atlab
Lab. liaison........................ Bruce Williamson
Budget..........................................................$5 million
Length................................ 4 x 120 minutes
Gauge...................................................16 mm
Shooting stock..................................... Kodak,
Fuji
Scheduled release................................March 1986
Cast: Tracy Mann (Esse Rogers), Andrew 
Clarke (Tony Lawrence).
Synopsis: A love story and family saga set 
against the turbulence and optimism of 
fifteen of the most significant years in Aus­
tralia’s history — 1965-1980.
TUSITALA
Prod, company.........................ABC/Portman
Dist. company..........................................ABC
Producer....................................................Ray Alehin
Director......................................................Don Sharp
Scriptwriter.............................Peter Yeldham
Photography............................ Peter Hendry
Sound recordist........................................Ron Moore
Editors.................................. Tony Kavanagh,
Lyn Solly
Prod, designer.....................Laurie Johnson
Exec, producers............................Chris Muir,
Ian Warren
Prod, manager..................................... Dennis Kiely
Prod, accountant.................................... Judy Murphy
Costume designer................................ James Murray
Sound editors.......................Peter Townend,
Lawrence Silvestrin
Sound mixer.............................. Peter Barber
Still photography..................................... Sally Samins
Unit publicist.......................................Georgie Brown
Length...................................6 x 50 minutes
Cast: John McEnery (Louis), Angela Punch 
McGregor (Fanny), Julie Nihil! (Belle), Todd 
Boyce (Uoyd), Ray Barrett (Harry Moors), 
Dorothy Alison (Maggie), John Gregg 
(Cusak-Smith), Norman Kaye (Rev. Clarke). 
Synopsis: A series tracing the last four years 
in the life of novelist Robert Louis Steven­
son, which were spent in the South Pacific, 
Sydney and Western Samoa. The title is 
taken from the name that the Samoans gave 
to their beloved friend, ft means “ teller of 
tales” .
TWO FRIENDS
Prod, company........................................ ABC
Dist. company..........................................ABC
Producer.................................................... Jan Chapman
Director....................................................Jane Campion
Scriptwriter................................Helen Gamer
Photography..........................................Julian Penney
Sound recordist......................................Chris Alderton
Editor............................................. Bill Russo“
Prod, designer................... Janet Patterson
Prod, manager........................................Carol Chirlian
Unit manager.......................Beverley Powers
Prod, secretary..................Regina Lauricella
1st asst director.......................... Kate Woods
2nd asst director................... Garry Stephens
Continuity............................................Rhonda McAvoy
Casting............................................... Jennifer Allen,
Irene Gaskell
Lighting cameraman.............................Julian Penney
Focus puller.............................................Brett Joyce
Clapper/loader.......................................... Jed Quinn
Key g rip ................................... Alan Trevena
Electricians...........................................Martin Perrott,
Pierre Drion
Boom operator.............................. Geoff Krix
Design asst............................ Catherine Silm
Make-up................................. Sandie Bushell
Wardrobe................................. Wendy Chuck
Props....................................... Ian Haywood,
Justin Sears
Props buyer.......................................... Adrian Cannon
Standby props.............................Chris Green
Special effects.............................Laurie Faen
Asst editor..............................Philippa Byers
Still photography.....................Martin Webby
Title designer........................... Lynne Barrett
Publicity.................................Georgie Brown
Length..........................................................90 minutes
Cast: Emma Coles (Louise), Kris Bidenko 
(Kelly), Kris McQuade (Janet), Stephen 
Leeder (Jim), Peter Hehir (Malcolm), Tony 
Barry (Charlie), Steve Bisley (Kevin), Kim 
Antonios (Cleaner Girl, Arguing Woman). 
Synopsis: Two Friends is about friendships 
— about two best friends at school — about 
the confusing period of middle teens, when 
childhood is discarded for the beginnings of 
adulthood, when characters are developed.^
Ple se help us keep this survey 
accurate. Phone Debi Enker on 
(03) 329 5983 with any errors or 
o issions.
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Fred Harden looks at some of the new electronic equipment and production hardware on show 
at the Institute of Radio and Electronics Engineers Convention — IREECON — held in 
Melbourne from 30 September to 4 October.
While the emphasis at IREECON is on 
broadcast electronics, the Convention also 
provides the opportunity to look at some of 
the recent developments in film and tele­
vision technology, especially in the support 
areas of programme production, audio and 
lighting equipment. What follows is a brief 
summary of some of the items that caught 
my attention as being significant.
But before getting on to that, it is worth 
noting some very sophisticated soft- 
ware/hardware packages designed for 
radio and TV newsrooms, that accept 
stories sent from the field by modem from 
the reporter’s portable computer, such as a 
Tandy Model 100. This allows the news 
editor to sub the material and then arrange 
it in a large-type, auto-cue format for the on- 
air newsreader. The news editor can select 
from all the on-line wire services as well, 
and need never put pen or typewriter to 
paper. The saving in time and the reduced 
handling of information is considerable.
In the film and video areas, the most 
dramatic event was the display of the Sony 
HDVS (high-definition video system). I had, 
in fact, been lucky enough to see the Sony 
gear demonstrated at AAV some days 
before IREECON. AAV supplied the first 
Australian high-definition programme 
material in the form of a video clip with 
Wendy Stapleton and Peter Sullivan, per­
forming in the studio and on various 
locations around Melbourne. Volk Mol was 
the director of photography, and the tech­
nical results were breathtaking, with images 
that, on the large-screen video projector, 
approached the resolution of 35mm film.
The Sony high-definition system is one of 
the most developed of all the television 
experiments. It achieves high-quality results 
by increasing the number of scan-lines in 
the broadcast image. Our PAL television 
format has 625 individual lines; the Sony 
increases this to 1125. As this is not com­
patible with current world broadcast 
formats, and the SMPTE is still trying to 
finalize a standard for high-definition, the 
Sony system has been designed to allow 
the best quality video image obtainable to 
be down-converted to a PAL or NTSC 
standard, or to a 35mm printer via an 
electron-beam.
To enhance the comparison with film, the 
screen format is wider, in an aspect of 5:3; 
and, although the quality from the screen 
monitor looked good, it was on projection 
that the extra resolution and the wider ratio 
were most noticeable. The reason was that 
the special Trinitron monitors are limited 
physically by the mechanics of the tube 
design and the mask. The video projector, 
with its three tubes, does not have a 
physical limitation and, on the 2.5-metre­
wide screen, there are no scanlines notice­
able at a normal viewing distance.
The implications are important for the 
future of theatrical film. Effects could be 
done on video — with the immediacy that 
that entails — and the result transferred to 
film for integration with conventional film 
footage. A number of directors, including 
George Lucas and Francis Ford Coppola, 
have used the system, and it will only be a 
year or so before it is used for a complete 
feature or a part of one.
The arrival of high-definition as a tele­
vision broadcast format may take longer, 
due to the massive band-width required to 
record and transmit the extra picture 
information. A standard PAL TV channel 
uses a band-width of about 7 MHz, while 
the Sony HDVS frequency is 30 MHz. We 
could have a high-definition channel on our 
VHF band if we got rid of the three existing 
stations, though a more likely solution 
would be a service from a direct broadcast 
satellite. Even that would be difficult to 
implement, as the amount of power 
required for transmission is not possible on 
the existing satellites.
The solution is in some form of data com­
pression, so that only the information 
relating to the parts of the image that have 
changed significantly from the previously 
transmitted frame would be broadcast. 
There are a number of these systems being 
developed, and the most promising is the 
one from NHK, the Japanese broadcasting 
corporation that helped devise the high­
definition system.
Interfacing video-editing controllers with 
film and audio equipment was the subject 
of an earlier article on computers in film­
making (Cinema Papers No 52). In that
article, I mentioned the Sydney company, 
AEC (Automatic Edit Controllers). At 
IREECON, they were showing their AEC 
Mark 3 controller, and had almost every 
type of broadcast and non-broadcast VCR 
connected to it.
AEC were also promoting a computer­
ized time-coding system for editors that 
they had developed with Chris Rowell Pro­
ductions, a Sydney neg cutting company.
The system provides an alternative 
method for editors cutting commercials, 
short films and rock clips to produce, 
quickly and accurately, a time-code edit list 
on a disk that is compatible with the de 
facto industry-standard CMX format.
The usual method to date is to match a 
cut workprint in a synchronizer that has the 
neg interlocked with a strip of film with con­
tinuous SMPTE time-code numbers printed 
on it.
With the usual procedure, the negative 
has a leader put at its head, and the start 
number of the film with the time-codes is
Bottom left, Sony’s high-definition video 
recorder; top left, the high-definition 
camera. Below: the AEC Mark 3 editing 
controller.
locked to a start frame. The take on the neg 
is found that matches the workprint, using 
the edge numbers, and this is locked 
beside the negative. The start and end time­
code numbers for that scene are read off 
and written down, and this list is used by the 
tape operator to edit from, after the nega­
tive or a print is transferred on the telecine 
to 1" tape.
Chris Rowell started developing her 
system with the use of a large LED display 
that was connected to the synchronizer to 
make reading the small time-code numbers 
on a filmstrip easier. From there, it became 
a relatively simple matter for the computer 
to compile a list of the numbers when a 
‘mark-in’ and ‘mark-out’ button was 
pushed on the reader. AEC have used their 
computer and software to take this 
information and produce a complete edit 
list allowing keyboard entries to mark fades, 
dissolves, etc., and comments if required. 
There are full-list management facilities (you 
can change or insert new scenes or num­
bers from other sources), and the result is 
supplied as a hard-copy print-out and on a 
floppy disk that saves the tape-house editor 
from entering the information manually.
“ The average cost will be around
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$45-50,000,” says Chris. “ The price 
could come down, depending on the 
options required. The computer is powerful 
enough to run an accounts system or word 
processing, so it needn’t be dedicated to 
the time-code functions. I’ve got our 
address system on it and, even with the 
development time, we’ve done about 130 
commercial jobs on it. Ted Sullivan and his 
programmers at AEC knew what we 
wanted, and we are now using the time­
code facility to organize the filing of a stock- 
footage library. We give the clients a cass­
ette with a displayed time-code number, 
and they tell us where the shot starts. We 
then type the time-code number in along 
with an identifying roll number, and it gives 
us the scene and the edge number.
“ We have avoided adding any other 
edge-number-matching functions to the 
programme,” she says, “ because I believe 
that it is a very long way to go about making 
a film. And all the extra handling that is 
required makes it extremely expensive. Our 
system is purely a film-to-tape one, that 
gives you the flexibility to re-cut scenes 
because you are transferring whole takes.”
AEC have also released the list-manage­
ment part of the software programme from 
their edit system. For about $950, it allows 
you to enter and edit a time-code list manu­
ally on any CP/M-based computer (an MS- 
DOS version will be available shortly). All 
the usual list features are available.
AEC then offer an overnight service 
where you can send the list information to 
them by modem, and they will courier an 
8" standard editing format disk to you 
(overnight if interstate), all for $25. This is a 
viable option if you are only doing a few 
commercials a month, or an occasional 
short production.
Miller tripods were showing their new 
Model 20 fluid head, and a compact tripod 
to match. Designed for lightweight ENG 
video cameras, but suitable for the lighter 
16mm cameras up to 8 kg (18 lbs), the
Below, left, Christie Electronics’ CASP: 
‘the ultimate battery charger’? Right, 
JVC’s VHS editing recorder, an inexpen­
sive way to assemble off-line editing gear.
tripod now looks more like the European 
style. The Model 20 has a built-in counter­
balance system to correct nose/tail heavy 
cameras, and this is in addition to the quick­
release plate that slides for fine tuning. The 
head weighs 2 kg. Price: $450.
The aluminium-alloy compact tripod has 
a camera capacity of 15 kg, and each of 
the legs consists of three tubular sections 
that collapse to 655 mm and extend to 
1400 mm. It is available with a 75 mm or 
100 mm bowl, and looks very good, with a 
semi-matte black finish. There is a built-in 
spreader with positive locking screws. It 
weighs 4.5 kg. Price: $350.
At the Rank Electronics display was the 
new 12K HMI, the SIRI0 1200. Its price was 
quoted at ‘just under’ $25,000. The lamp- 
house size gives no indication of the extra 
punch this lamp has, but you could believe 
it from the weight of the ballast unit. Rank 
will have the SIRIO 1200s for hire, and it will 
be interesting to see the acceptance of the 
big HMIs where arcs have been the only 
real alternative.
Also on the Rank stand were the SMPL- 
lock and a SMPTE synchronizing device, 
designed by Craig Anderton, American 
author of many useful build-it-yourself audio 
articles and books. Its keyboard is a modi­
fied Commodore Vic 20 computer. For 
about $5,000, this device allows multi-track 
machines to be interlocked with VCRs. The 
emphasis is on use for music composition.
Vinten showed a number of heads and 
camera support systems, including their 
Merlin camera crane. Fitted with a video 
camera, its control and flexibility were 
impressive. Reasonably priced, on tripod 
legs it costs about $23,000 (more for a 
pedestal mount). TCN9 have a Merlin, and 
it is interesting to see that Vinten have 
always been a TV supplier, because the 
Merlin would be a perfect crane for film- 
work on the table-top or special-effect com­
mercials.
Another UK company exhibiting was 
Polar Video, a small video equipment-dis­
tributor with a number of products of their 
own design. Aimed at the small video pro­
duction house, or film editing houses with 
off-line video installations, the equipment on
display included the Liftroy time-code 
Inserter TC-1 ($1490). This is a low-cost 
way to read longitudinal time-code and 
insert it into the video information in a 
window area that can be variably posi­
tioned. The device could act as a time­
code reader for edit suites, but is also being 
promoted as an off-line unit.
Among the Polar Video-designed equip­
ment was a clever non-digital method of 
horizontally moving and locking a video 
frame so that titles, etc, can be reposi­
tioned. The picture can also be moved 
vertically, but in that mode the output 
cannot be recorded as a static frame. The 
PPM 1 Picture Mover costs about $2,680, 
and comes in a standard 19" rack-mount 
with a remote-control joystick.
For $450, Polar have a safe-area 
generator that displays a superimposed 
outline border of title, safe area, title with 
adjustable horizontal line, and safe area 
with centre cross-hair. Powered from the 
ENG video cameras or from mains, the 
device draws 130mA and weighs 375 g.
MediaVision were demonstrating their 
range of lighting and grid systems, and had 
the news that Lee Filters have- bought into 
Colourtran in the UK, which gives them 
vider sales outlets and extra industry 
involvement. The names will not change 
here, but the equipment will be known as 
Lee Colourtran in the UK.
Among the items on display was the Mini­
Pro lamp. It can be supplied with a hand­
grip stand or Vz" spiggot clamp. The Mini­
Pro range has been around for some time, 
but has undergone a change of colour — 
it’s now a fashionable grey — and will 
accept a 30-volt 250w lamp for hand-held 
battery or camera-mounted use.
On the 3 Arts stand was another range of 
lights by the Italian manufacturer, Desisti. 
With CID discharge lamps, similar in opera­
tion to the standard HMIs, they included a 
great 1200w softlight (approx. $5,000) and 
another lamphouse designed for hand-held 
use, the 200w Tiziano. The 200w CID is a 
single-ended lamp, focusable by a thumb­
wheel near the handle, and it will run from 
AC, or a 24v or 30v DC supply. Unlike the 
standard HMIs, the Tiziano can be dimmed
by up to 30% and remain flicker-free. With 
the ballast, the price is approximately 
$4,500 complete.
On the Filmtronics stand, they were 
excited about their Christie Electronics unit, 
called CASP (Charger Analyzer Sequence 
Power supply). With a sophisticated micro­
processor to control its operation (and even 
supplying a hard-copy printout if required), 
it should be the ultimate charger for all 
possible rechargeable batteries, ni-cad to 
lead acid.
With a worldwide universal power supply 
(handles 90 to 265 volts AC and 47 to 
440Hz, or even 12 or 28 volts DC with an 
optional module), the CASP analyzes the 
charge state of up to six batteries, dis­
charges them if required, then fast- or slow- 
charges the battery at its optimum rate. It 
can also act as a battery eliminator (up to 
350 watts), and has a 1/0 port for the 
connection of a bar-code reader or to a 
separate computer printer. This would 
allow a number of batteries, each with bar­
code identification, to be logged quickly, so 
that a history of use is kept.
The unit is apparently very effective with 
the Christie reFLEX ni-cad packs, but other 
ni-cads take about 40 minutes. The con­
trolled discharge is one of the most 
important aspects of the CASP, and charge 
and discharge cycles will maintain the maxi­
mum capacity of the ni-cads, which tend to 
‘learn’ a particular bottom level of charge if 
not fully discharged. The basic CASP sells 
for about $7,200.
If you are looking for a cheap way to do 
an off-line edit, or need quality Vz" VHS pro­
grammes, then the new JVC VHS editing 
recorder should provide the solution. For 
$3,375 plus tax, and $1,970 for the editing 
controller, a system of two machines and 
controller with a couple of small monitors 
would come to about $10,000. And the 
features are all there. Two rotary-erase 
heads give clean, frame-accurate editing 
with no picture break-up. You can insert 
edit vision and either of the two audio tracks 
independently. There are special heads for 
still-frame and search functions that give the 
units the feel of more expensive 3A" 
machines.
A special circuit makes above average 
VHS-to-VHS dubs possible, and the VCR 
will accept external sync in, or connection 
to, a time-base corrector. The lay-out of the 
controls and the flexibility of the functions 
should make the BR-8600E a winner for 
JVC. ★
Please note that the prices quoted here 
are approximate, and may be out-of-date 
by the time of publication. For UK equip­
ment, Australian-dollar prices are based 
on the current exchange rate. Please 
check with the appropriate distributor for 
accurate prices.
AEC: Shop 3, 84 Great North Road, Five 
Dock, NSW 2046. Ph: (02) 713 4930. 
Chris Rowell Productions: 24 Carlotta 
Street, Artarmon, NSW 2064. Ph: (02) 
439 3522.
Christie Electrics (Asia): 33 Higgin­
botham Road, Gladesville, NSW 2111. 
Ph: (02) 807 1444.
JVC Hagemeyer: 27 Hardener Road, 
Mount Waverley, Vic 3149. Ph: (03) 
543 1266.
MediaVision Australia: 22 Yertchuk 
Avenue, Ashwood, Vic 3147. Ph: (03) 
277 5133.
Miller Fluid Heads: 30 Hotham Parade, 
Artarmon, NSW 2064. Ph: (02) 
439 6377.
Polar Video: 2-5 Powis Mews, London 
W11 1JN, UK. Ph (UK): (01) 727 1111. 
Rank Electronics/Klarion Enter­
prises: 16 Suakin Street, Pymble, NSW 
2073. Ph: (02) 449 5666.
Sony Corporation: 33 Talavera Road, 
North Ryde, NSW 2113. Ph: (02) 
887 6666.
3 Arts: 577 Elizabeth Street, Redfern, 
NSW 2016. Ph: (02) 699 7758.
W. Vinten: Western Way, Bury St, 
Edmunds, Suffolk IP33 3TB. UK. Ph 
(UK): (0284) 2121.
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Organising 
theatre and stage
equipment can be an onerous task.
At Brakell Products we understand these 
difficulties, that's why more people depend 
on us for all their equipment needs.
We've been in the forefront of stage 
equipment for over 75 years now, and take 
pride in being able to offer complete design 
facilities, from concept to final installation.
We provide a wide range of equipment, including: projection 
screens, all varieties of stage curtains, multipurpose staging 
systems, variable height rostra, motorised tracking, cycloramas, 
plus custom designed counterweight systems and orchestra 
lifts. Complete facilities are available at short notice for 
adjustments, service and breakdowns. t h e a t r é  a n d  s t a g e  e q u ip m e n t
So get to know us at Brakell, and you'll appreciate the difference Sydney<02̂4495666,Melbourne(03)613541, 
that 75 years' experience makes.
and Brakell designed it!
0 ) [ R i , ® SUL
P R O D U C T S
Brisbane (07) 2628366, Adelaide (08) 429827, Perth 
(09)3285122.
FOR SALE
400 TIP-UP 25 KVA DIESEL
THEATRE SEATS GENERATOR SET
BLACK & RED CAN BE IN S PE C TE D
G O O D  C O N D IT IO N A T A T H E R T O N ’S
W ILL  SELL Q U A N T IT Y M ELBO UR NE
C H E A P LY
Contact: Mr P Lovelock Contact: Mr Bruce Graham
Cinema Centre Group (03) 49 3136
Canberra
(062) 49 1932 $3000.00 O.N.O.
THE LONGFORD PROUDLY PRESENTS ITS 
HOLIDAY SEASON GIFT TO MELBOURNE...
Superb performances, a literate screenplay by Harold Pinter and a story 
that evokes charming eccentricity with subtle ease, come together to 
provide a peerless entertainment for discerning f ilmgoers.
A SPECIAL TREAT... a witty, ultra-civilised entertainment. . .-variety
Ben Kingsley
TURTLE
DIARY
=  Glenda Jackson
Screenplay by HAROLD PINTER • Based on the novel by RUSSELL HOBAN
Released by Hoyts Distribution
________________________ Australian Premiere Season
L>9 Toorak Rd«sth Yarra»2672700)  Commencing Monday, December 23
Longford Cinema
Kings Cross 
melody o f 1942
REBEL
The same logic that it took for Kathy, Don 
and Cosmo to turn The Duelling Cavalier 
into The Dancing Cavalier in Singin’ in the
Rain might well have been used to turn 
Bob Herbert’s play, No Names . . .  No 
Packdrill, into the romantic musical, Rebel. 
You change the main character from a 
postal worker into a singer in an all-girl 
band, and you cast a lady who can sing, 
dance and act. Then you find the music, 
and you set about getting it all to look right.
A fine bit of inspiration that might have 
been for conceiving an Australian film 
musical. And Rebel bears all the structural 
and stylistic trademarks of a musical into 
which melodrama has been added for 
good measure. The result is a film that 
works best as a musical, with its greater 
ambition in this respect masking its faults as 
a melodrama.
Faithful to Herbert’s play (he co-wrote the 
screenplay with director Michael Jenkins), 
the film gives a realistic treatment to the 
story of the relationship between an Ameri­
can deserter, Rebel (Matt Dillon), a Sydney 
girl, Kathy (Debbie Byrne), and the larrikin 
spiv, Tiger Kelly (Bryan Brown), who 
betrays them. As might have been 
expected, however, the film is more inter­
ested in the love story than in the caustic 
issues of nationalism and patriotism that 
were contained in the play.
Interspersed in this romance are the 
song-and-dance numbers in the ‘Air-Raid 
Club’, with a narrative technique that is 
traditional: as in 42nd Street and the 
Astaire/Rogers movies, the musical 
numbers parallel the developing love affair. 
At the film’s centre is the appropriately 
named club, the subterfuge of a war- 
stricken city — a spectacular array of art
deco and modernist technology. From the 
outside, it is a drab Nissen hut; inside, a 
pink neon plane hangs above a stage, 
against walls covered in Victory posters and 
a predominant glow of red, white and blue.
The harsh realities of the outside world 
are reflected here in the narcissistic and 
voyeuristic entertainment that the all-girl 
band, clad in kinky erotica, performs for the 
predatory soldiers, in the best tradition of 
backstage musicals, Rebel is not just enter­
tainment: it is a b o u t entertainment, and the 
emotional force is in the performance. From 
the rich texture of melody, rhythm, colour, 
camerawork and movement stems real 
dramatic energy. Debbie Byrne, in her first 
film role, displays the talent of a performer 
who can spontaneously bring forth 
emotions, even if they are deeper than the 
song or lyrics allow for.
Designer Brian Thomson’s rationale 
seems to be that all sorts of unreal worlds 
become believable if they are properly 
defined in front of the camera. Thus, Thom­
son and costume designer Roger Kirk have 
given Rebel a distinctive character. Shot in 
anamorphic Panavision format by Peter 
James, the film is a sumptuous achieve­
ment in production values. And it boasts 
nine original songs, with Ray Cook, Peter 
Best, Chris Neal and Billy Byers receiving 
credits as musical director, original songs, 
original music score and orchestral 
arrangements respectively.
Outside the Air-Raid Club are the over­
crowded, bustling streets of Sydney. MPs 
on motorbikes hot on Rebel’s trail, 
authentic billboards, period pieces and 
soldiers characterize the seedy atmosphere 
of Kings Cross and ‘the Loo’, Sydney’s 
dock area.
The choreographed long takes and 
sweeping crane shots give the street 
scenes a sense ®f playful, yet ever-present 
danger. The ubiquitous Bryan Brown neatly 
fits the role of Tiger Kelly, the guileful spiv 
(his name derives from the bully who beat
Love in the Loo: Matt Dillon and Debbie 
Byrne in Rebel.
up Ginger Meggs),. seen constantly on the 
move, hawking whatever he can get his 
hands on, then elusively slithering away.
However, it is in finding a tonal balance 
between the two types of story it encapsu­
lates that Rebel is least successful. There is 
a bold sense of melodrama and psycho­
logical realism in the treatment of Kathy and 
Rebel’s love affair which jars with the over- 
the-top, almost operatic flavour found else­
where in the film.
Their relationship, the film suggests, is all 
the more passionate for their mutual 
feelings of guilt, fear and the very fact that it 
is an unattainable love. The heavy-handed 
sketching in of this — literal dialogue and 
close-ups, accompanied by surging music 
— works against the texture of the film. It is 
discursive, not descriptive.
Playing with the musical genre may well 
be playing with fire, as the failure of 
Pennies from Heaven and One from the 
Heart to find an audience has shown. To 
do so in the context of Australia in 1985 is 
even odder.
Immediately striking is Rebel’s distance 
from anything else being made here: whilst 
many local films look like tailor-made copies 
of recent American box-office successes, 
Rebel harks back several generations to 
the heyday of the Hollywood musical. And it 
is anything but contemporary in content 
and style. It doesn’t fully succeed, but what 
it does do is work as a wonderful piece of 
entertainment. And, as such, it is the very 
stuff of cinema.
Paul Kalina
Rebel: D ire c te d  b y  M icha e l Jenkins. P ro­
du ce r: Phillip  Em anuel. E xecutive  p ro d u ce r: 
The Village R oad show  C orpora tion . A ssoc ia te  
p ro d u ce r: Sue Wild. S creenp lay : M icha e l 
Jenk ins  a n d  B ob  H erbert, b a s e d  on H e rb e rt’s 
play, No Names . . .  No Packdrill. D ire c to r o f 
p h o to g ra p h y : P e te r J a m e s . P ro d u c tio n  
des ign : Brian Thom son. C ostum e des ign : 
R oge r Kirk. Editor: M ich a e l H oney. M us ica l 
d irec to r: R ay Cook. O rig ina l son gs : P eter Best. 
S oun d  re co rd is t: M a rk  Lew is. Cast: M a tt D illon  
(Rebel), D ebb ie  B yrne (K a thy  M cLeod), Bryan  
B row n (T iger Kelly), B ill H u n te r (D etective  
Brow ning), Ray B arre tt (Bubbles), Ju lie  N ih ill 
(Joycie), Jo h n  O ’M ay (Bernie), K im  D eacon  
(Hazel), Isabella A n d e rso n  (M rs Palmer), 
Sheree da C osta (Barbara). P rod uc tion  c o m ­
p a ny : Phillip Em anuel, in assoc ia tion  w ith the  
Village R oad show  C orpora tion . D is tribu tor: 
R oadshow . 35m m . 98 m inutes. Australia. 
1985.
Welcome to Hard 
Times
SILVERADO
There are two Silverados, and I think the 
second is somewhat more successful than 
the first. But the first is mighty good: it’s the 
one for the notional ‘average viewer’, and I 
have to guess a bit about it, because the 
second Silverado is the one for those who, 
like myself, have (for better or worse) seen 
at least 75% of all the westerns made 
between 1945 and 1975. Such an exper­
ience tends to affect the watching of any 
single western — not that there’s been 
much danger of that lately.
Do not be put off by this division. Every­
b o d y  should go see Silverado (with the 
pointed exception of those who have moral 
or theoretical reservations about the role of 
pleasure in the cinema).
The first Silverado opens full-throttle, 
with a John Carpenter-style spatial 
enclosure sequence (which also manages 
to make you think of the Lassoo boardwalk 
shoot-out in Man of the West). An anony­
mous range-type is sleeping — in broad 
daylight — in a dim, plank-built line shack. 
Suddenly (‘suddenly’ is one of Kasdan’s 
operative words in this film), people start 
slamming .45 slugs through the walls. We 
don’t see them, of course, because the 
camera stays inside the shack as the victim 
wakes up and shoots back, trying to find 
targets through cracks in the boards. He 
does.
Turns out he’s one of the heroes, Emmett 
(Scott Glenn, from The Right Stuff), and 
he has no idea who his attackers are — 
were — or why they attacked him. Emmett 
starts out the film looking like David Carra­
dine and ends up being photographed like 
Clint Eastwood; but, right through, he’s 
slick with a gun. Indeed, I am happy to 
report that everybody in this film is slick with 
a gun, not to mention some who are slick 
with a knife.
Emmett rides on into some more vaguely 
Italian-western stuff, and finds a man lying 
on the burning desert floor, dying of thirst in 
his well-faded red long-johns. This is Paden 
(Kevin Kline from The Big Chill), who is the 
second hero, and who has been robbed by 
his erstwhile partners. Paden is an amiable 
existentialist bear-type, a bit like Elliott 
Gould in The Long Goodbye. Already, we 
can tell that Emmett likes to shoot first, but 
Paden’s a bit more passive, preferring to 
cool things out.
Silverado, co-written, produced and dir­
ected by Lawrence Kasdan, is absolutely 
jammed with plot and events. But, roughly: 
Emmett and Paden are journeying to 
Silverado, where Emmett has kin. The first 
part of the film concerns itself with forming a 
slightly edgy group of heroes: Emmett, 
Paden, Emmett’s brother, Jake (the Jetf 
Bridges part — the brash, cocky, gun- 
happy kid, played by Kevin Costner), and 
Mai (Danny Glover), a black earth-father 
sort, also returning to family.
They adventure along, saving a wagon 
train containing Rosanna Arquette, for 
whom Emmett and Paden show more 
interest than the filmmakers did in the 
editing room. Also encountered: John 
Cleese, as an exchange-programme sheriff 
— brisk, fair, tough, and reminding you 
around the eyes that Monty Python could 
erupt at any moment (it doesn’t).
When they reach Silverado, the film 
switches from odyssey to its central format: 
it’s a clean-up-the-town picture. The 
crooked sheriff, Cobb (Brian Dennehy, 
from First Blood, doing a Brian Keith: 
hearty, genial, grinning and ruthless), 
bullies the town and sucks it dry, watched 
philosophically by the lady who runs the 
saloon, Stella (Linda Hunt, witty and stylish). 
Paden opts for the saloon business. Also 
present: a gambler of uncertain loyalties, 
name of Slick (Jeff Goldblum).
From here to the shoot-outs (one for each 
hero), it’s all who will do what to whom, and 
will Paden take a hand or sit it out? The con­
clusion pointedly leaves room for a sequel. 
Why not?
People told me Silverado was a 
comedy. It is not. Not in the ironic, decon­
structive sense of McCabe and Mrs Miller,
not in the broad sense of Blazing Saddles,
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Something completely different: John 
Cleese as the exchange-programme sheriff, 
Langston, in Lawrence Kasdan’s Silverado.
not in the comprehensive sense of ishmael 
Reed’s Yellow Back Radio Broke Down, 
the funniest western ever written.
Silverado does have humour, as most of 
the best westerns do, and it’s full of 
superbly-crafted lines of dialogue, one of 
the prime joys of ‘classic’ (‘ real’?) westerns. 
But it is really an adventure story set in the 
western genre. It is not (happily) arch, over­
blown or self-conscious, as the Indiana 
Jones films (the first of which was written by 
Kasdan) are. It may be pastiche, but it is not 
parody.
Though clearly expensive — and long, 
but you don’t notice — Silverado doesn’t 
even want to be an ‘A ’ picture. It wants to 
be like a ‘B’ picture: emphasis more on 
action and event than on character psych­
ology; diegetic equality for the ensemble, 
rather than foregrounding of star or stars. 
Even the image (of the preview print, at 
least) has a slightly washed-out modesty 
about its range of colours, as though it 
echoed the genre, having been run 
hundreds of times already.
The second Silverado involves active 
connoisseurship. Unlike the rash of recent 
modernist versions of earlier films or film 
types (Kasdan example: Body Heat, 
reviewed uncharitably in these pages), this 
film does not want to maintain either 
distance or difference from its predeces­
sors. It wants to b e  a film among those of 
Tourneur, Mann, DeToth, Kennedy, Hatha­
way, Aldrich, et al. It neither condescends 
to nor patronizes the western, and it is not 
particularly interested in stringing together 
quotations from, or allusions to, specific 
westerns. As its postwar, pre-new wave 
models did, it forms itself from a rich pool of 
images, gestures, events, expectations, 
situations and exchanges: consequently, it 
is much closer to the energy, style, thought 
and structure of the old westerns than 
quotation can be.
To be sure, the film takes advantage of its 
place in the eighties, with Linda Hunt 
running the saloon, for example, and the 
fact that it uses black characters matter-of- 
factly, rather than pointedly making a self­
congratulatory issue of them. And it is a 
bit more consciously playful with narrative 
than earlier films. But, principally, the film 
has style: the physical, spatial flashiness of 
word, sound, image and moves that places 
it with the best of Anthony Mann or all of 
Vera Cruz.
R.J. Thompson
Silverado: D ire c te d  a n d  p ro d u c e d  b y  
L a w re n ce  K asdan . E xecu tive  p ro d u c e rs : 
C harles O kun a n d  M icha e l Grillo. A ssoc ia te  
p r o d u c e r :  M a rk  K a s d a n . S c re e n p la y :  
L a w rence  K asdan  a n d  M a rk  K asdan. D ire c to r 
o f  p h o to g ra p h y : Jo h n  Bailey. P rod uc tion  
de s ig n : Ida  R andom . E ditor: C aro l L ittle ton.
M us ic : B ruce  B roughton. S ound: D av id  
Ronne. Cast: Kevin  K line (Paden), S co tt G lenn  
(Emmett), Kevin C ostner (Jake), D anny G lover 
(Mai), Rosanna A rqu e tte  (Hannah), Joh n  
Cleese (Sheriff Langston), B rian D ennehy  
(Cobb), L inda  H u n t (Stella), J e ff G o ld b lum  
(S lick), R usty  M e ye rs  (C on rad ), Ja m e s  
G am m on (Dawson). P roduction  com pany : 
C olum bia  P ictures. D is tribu tor: Fox-C olum bia. 
35m m . 132 m inutes. USA. 1985.
Fear and loathing 
in WA
FRAN
Fran is a thoroughly Australian tragedy, 
with a thoroughly modern form. At the end, 
there is no return to a natural universe, as in 
M a c b e th  or K in g  Le a r, nothing to leave the 
audience feeling more comfortable — no 
supernatural forces, no storms of disorder.
The tragedy of Fran's life happens under 
the brilliant Australian sun, in a flat, kerbed 
and guttered suburb, the equivalent of 
which you can find in any Australian town. 
Disorder and despair are the film’s natural 
universe, but everything about it screams 
‘universal’ and ‘realistic’, which is what 
makes it so unsettling.
Glenda Hambly, who wrote and directed 
Fran for Barron Films, a Western Australian 
production company, deservedly won an 
AFI Award for her screenplay — concise 
and expertly structured, but particularly 
praiseworthy for the way it captures a local 
Australian idiom: that sort of abrasive, 
mocking, self-conscious style that is part 
attack, part defence. “ Mum was an alchy 
by the time I was five,”  says Fran to her 
long-suffering friend, Marge. “ I always had 
plenty of uncles, b u t . . .”
Noni Hazlehurst’s performance — 
another well-merited AFI Award, for Best 
Actress — is marvellously balanced, 
between the bubbly, cheerful, coquettish 
young girl at the start, and the desperately 
lonely, insecure, bewildered but angry 
young woman at the end.
Above all, though, the film is gutsy 
because Glenda Hambly gives us a central 
character who invites condemnation. Fran 
is hopelessly flawed, a ‘bad girl’ in conven­
tional terms because she has lots of 
boyfriends. “ You’re a slut,”  a neighbour 
screams at her, in front of most of the neigh­
bourhood kids. But the central conflict is 
between Fran’s love for her three children, 
and her need for a man’s approval, from 
which her only self-esteem comes.
When she and the kids are together, 
there is no lack of love and care; but Fran 
constantly lets them down, and mani­
pulates the loyalty of Marge (played by
A rare moment o f happiness in Fran; Noni 
Hazlehurst in the title role with (left) Travis 
Ward as Tom and Rosie Logie as Cynthia.
Annie Byron, who a ls o  won an AFI Award, 
as Best Supporting Actress).
In the early scenes, Fran’s husband 
returns unexpectedly from his construction 
job ‘up north’, accuses her of infidelity, then 
beats her up. But, as he careers out of the 
drive-way, Fran runs after him, pleading 
with him not to go.
In the ensuing blur of alcoholic depres­
sion, Fran clears off and goes to an up­
market bar, where her tight jeans look out of 
place (“ Looks like she fell off the top of a 
Christmas tree,”  says one of the men 
drinking there). She gets drunk and picks 
up the barman, Jeff (Alan Fletcher), and 
stays with him for three days.
We can see he’s a creep. But she can’t: 
affection makes her blind. And, when she 
finally goes home, she can’t (or won’t) 
understand why Marge, who’s also without 
a husband or much money, is upset at 
having to look after the kids.
Narelle Simpson as the oldest, Lisa, 
is a sweet, sad, approval-seeking child, 
protective of both her mum and the other 
children. Her face has a sort of in-built 
melancholia, an old-before-her-time look 
that is a portent of her approaching adult­
hood. She is as much the point of the film as 
Noni Hazlehurst’s character, because Fran 
is about the repeating cycle: Fran herself 
was fostered out as a child, spent time in 
several institutions, but found that men 
were always attracted to her. “ They’ve 
been following me since I was in primary 
school,” she says. Lisa is not yet aware of 
her own attractiveness. But mum’s new 
boyfriend eventually changes that, because 
Fran is also about child-molesting.
Fran is both an enemy of the welfare state 
and one of its dependents. She calls the 
Department of Child Welfare the ‘depart­
ment of good intentions’, and, as the bills 
mount up, she fights the options: she can 
go on the supporting mother’s benefit, but 
that will mean she has to get rid of Jeff, who 
spends a lot of time at her place, without 
ever committing himself to staying or 
paying. * '
And she believes it will give the Depart­
ment a chance to take her kids away, which 
she is convinced is all they want. Even­
tually, she has to face a direct conflict 
between Jeff and the kids — to choose one 
or the other — though she is unable to 
understand why.
The script never excuses her behaviour, 
and in that sense she is not another 
heroine-as-victim. But it challenges us to 
understand why she does it. As a piece of 
social realism Fran is frighteningly auth­
entic and, in today’s cinematic climate, a 
courageous sort of film. There are no 
horses, no gorgeous scenery, only people 
trying to deal with the sorts of issues that 
thousands face each day, but which are 
rarely made into movies here.
But its authenticity is part of the problem, 
too, for the audience. Whether it is all true or 
not, Fran gives us only despair: no 
solutions, no hope that there is a way out of 
the web of tragedy. It is an unremittingly 
bleak film, despite its courage, which, one 
might argue, leaves you feeling depressed 
— and, therefore, powerless — rather than 
angry.
Paul Byrnes
Fran: D irec te d  a n d  w ritten b y  G lenda H am bly. 
P roducer: D av id  Rapsey. E xecutive  p ro d u c e r: 
P au l Barron. D ire c to r o f  p h o to g ra p h y : Jan  
Kenny. A d d itio n a l p h o to g ra p h y : Yuri Sokol. A rt 
d irec to r: Theo M atthew s. Editor: Tai Tang  
Thien. M usic : G reg Schultz. S ound : K im  Lord . 
Cast: N on i H azlehurst (Fran), A nn ie  B yron  
(M arge), A lan  F le tcher (Jeff), N are lle  S im pson  
(Lisa), Travis W ard (Tom), Rosie L o g ie  
(Cynthia), D ann y  A d c o c k  (Ray), R osem ary  
H arrison (Carol), Colin M cE w an (Graham ). 
P rod uc tion  c o m p a n y  a n d  d is tr ib u to r: B arron  
Films. 16mm. 94 m inutes. Austra lia . 1985.
The godson
PRIZZI’S HONOR
Eighty-years-old next year, John Huston 
continues to be as unpredictable as ever. 
His offbeat and critically acclaimed Wise 
Blood (1979) was followed by one of the 
feeblest of all the pseudo-American Can­
adian thrillers, Phobia (1980). Routine 
offerings such as Escape to Victory 
(1981) and Annie (1982) were followed by 
the courageous adaptation of the unfilm- 
able Under the Volcano (1984). And, just 
when you thought old Huston could sit 
back on a life’s laurels and take it easy, 
along comes Prizzi’s Honor, a sharp, 
cynical, black-hearted comedy-thriller that 
is as modern in outlook as Repo Man.
Based on a novel by Richard Condon, 
the film introduces Jack Nicholson as 
Charley Partanna, hitman for the Prizzi clan, 
a New York mafia family. None-too-bright 
but eager, Charley is, in a sense, part of the 
family. His father, Angelo (John Randolph), 
is a member of the inner circle and Charley 
is something of an heir-apparent — or was, 
until he blotted his copy-book by bedding 
Maerose (Anjelica Huston), daughter of the 
old Don (William Hickey) and black sheep 
of the clan.
The honour of the Prizzis has been be­
smirched by this little incident, but the old 
man has solved the problem by driving his 
daughter out of the family home (she 
broods away malevolently in a wonderfully 
over-furnished apartment) and forgiving 
Charley.
Charley is a little thick — he thinks art 
deco is the name of another gangster —
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T h e k il le r  e li te ?  K a th le e n  T u rn er  a n d  J a c k  
N ic h o lso n  as th e  il l-m a tc h e d  h i t  p e r s o n s  in 
Prizzi’s Honor.
but he knows what he likes. And, when he 
sees the beautiful Irene Walker (Kathleen 
Turner) across a crowded room at a family 
wedding, he knows instantly that she is the 
woman for him.
However, several complications arise in 
their relationship. Firstly, she’s geogra­
phically difficult: she lives in Los Angeles, 
not New York. Well, that’s not such a prob­
lem: there are plenty of flights each day 
(and Huston wryly inserts shots of planes 
flying either left to right or right to left across 
the screen to indicate who’s going where). 
What is more of a problem is that Irene is a 
member of Charley’s own profession: she is 
a hit-woman, and a very proficient one at 
that. Charley is dumbstruck at the revela­
tion, and asks the immortal question: “ Do I 
ice her or marry her?” It is a line that is likely 
to crop up in the trivia quizzes of the future.
The first half of this longish film is quietly 
funny, but things start to get grimmer when 
Irene shows just what a professional she is. 
On assignment from the Prizzis, she and 
Charley are engaged in the somewhat mis­
guided kidnapping of a bank manager. 
When they are interrupted by the arrival of 
some innocent passers-by, Irene’s lethal 
way with a gun is chilling. Eventually, both 
characters come to the realization that the 
world isn’t big enough for the two of them. 
The only problem is which one will kill the 
other one first.
P rizz i’s H o n o r is an impeccably crafted 
film, wittily scripted by Condon and Janet 
Roach, beautifully shot in sombre colours 
by Andrzej Bartkowiak, and accompanied 
by a fine Alex North score. The humour is 
enhanced by the brutally matter-of-fact way 
in which Huston handles the violence. This 
is, after all, a violent clan, and they mean 
business.
Nicholson makes a surprisingly en­
dearing Charley: a character for whom 
motivations may be foggy but instinct is all. 
Turner is magnificently, radiantly evil as 
Irene, and William Hickey as Don Corrado 
Prizzi creates the wonderfully wizened 
figure of the family head: steeped in tradi­
tion, running his family like a spider in his 
web.
But above all, there’s Anjelica Huston. 
Given her best film role to date, she rises to 
the occasion with a magnificent portrayal of 
the palely loitering Maerose, a calculating, 
Machiavellian character who knows exactly 
what she wants — and gets it. It is not a 
large role, but an unforgettable one: a Best 
Supporting Actress Oscar seems a distinct 
possibility.
David Stratton
P rizzi’s Honor: Directed by John Huston. 
Producer: John Foreman. Screenplay: Richard 
Condon and Janet Roach, from the novel by 
Condon. Director of photography: Andrzej
Bartkowiak. Editors: Rudi Fehr and Kaja Fehr. 
Music: Alex North. Production design: Dennis 
Washington. Sound: Dennis Maitland. Cast: 
Jack Nicholson (Charley Partanna), Kathleen 
Turner (Irene Walker), Robert Loggia (Eduardo 
Frizzi), William Hickey (Don Corrado Prizzi), 
Lee Richardson (Dominic Prizzi), Anjelica 
Huston (Maerose Prizzi), Michael Lombard 
(Filargi Finlay), Lawrence Tierney (Lt Hanley), 
Joseph Ruskin (Marxie Heller), Ann Selepegno 
(Amalia Prizzi). Production company: ABC 
Motion Pictures. Distributor: Roadshow. 127 
minutes. 35mm. USA. 1985.
Rock solid
ROCKING THE 
FOUNDATIONS
Pat Fiske’s history of the New South Wales 
Builders’ Labourers' Federation, R o cking  
th e  F ou n d atio n s , starts with a quote from 
Brecht’s poem, ‘Questions from a Worker 
who Reads’: “ Who built the Thebes of the 
seven gates? In the books, you will find the 
names of kings. / But did the kings haul up 
the lumps of rock?”
It is the most hifalutin question to be 
asked in this very down-to-earth documen­
tary about a union which has managed to 
stop a fair bit of rock being hauled up, and 
has put the damper on some neo-Theban 
monstrosities which have threatened to dis­
figure Sydney.
An ex-BL herself, American-born Fiske 
ensures a rank-and-file perspective 
throughout the film, which has been ten 
years in the making; and the result is a 
timely celebration of 35 years of a unique 
‘union with a social conscience’, operating 
as a people’s vanguard in a wide range of 
political battles up until its 1975 de-registra­
tion. The ironic contrast between the 
communist-based, grass-roots militancy of 
the seventies and the currently conserva­
tive Federal BLF, battling de-registration 
under Norm Gallagher, could not be more 
acute.
Using archive footage, still photographs, 
animation (by Bruce Petty and others) and 
in situ interviews shot in a somewhat 
washed-out black and white, R o ckin g  th e  
F o u n d atio n s  charts the growth of Aus­
tralia’s most progressive trade union from a 
rank-and-file committee set up in the early 
fifties to combat appalling working and 
safety conditions.
Under Mick McNamara, then Jack 
Mundey, we see the union develop from 
the ashes and debts of a previous, corrupt 
regime into a powerful force for social 
change amid the Sydney building boom 
and increased foreign speculation of the 
late sixties.
Apart from its metaphorical use, the film’s
W o m en  la b o u re rs  on  th e  m a rch  in 1973  — a  
sc en e  f r o m  P a t  F is k e ’s  B L F  d o c u m e n ta ry ,  
Rocking the Foundations.
title arises from a comment about the 
union’s restriction of its senior positions to a 
maximum of two three-year terms to ensure 
a democratic rotation — something which 
threatens the Trades Hall empire.
It shows the ‘bloody BLs’ winning their 
May 1970 strike for better wages, which 
leads to their 'Civilizing the Industry’ cam­
paign, and the opening up of the BL trade 
to women. Indeed, we could perhaps have 
seen more of this last feature in the film, 
especially as this is where Fiske’s personal 
involvement originated. As it is, however, 
the Kelly’s Bush Black Ban and the fight to 
save the Rocks from being carved up by 
developers, where the union worked in 
conjunction with local residents’ groups, is 
accorded greater importance, since it 
shows the BLF’s move into broad social 
arenas.
In T h e  K illing  o f A n g e l S tre e t (1981), 
the union official, Elliott (John Hargreaves), 
compares soliciting union involvement in 
helping to save the street from demolition 
as “ trying to stick something up a 
dinosaur’s arse: it takes six weeks to feel it” . 
R ocking  th e  F o u n d atio n s  concentrates 
more on the achievements of the dinosaur 
in action, and the results which have out­
lasted its extinction.
“ Somewhere along the line,” the com­
mentary tells us, “ Black Bans become 
Green,” and it is in this section that the film, 
dealing with some of the more than 40 
bans the BLF won against speculators’ 
attempts to ravage Sydney’s environmental 
treasures, is at its most lively.
In 1973, Patrick White complained in a 
letter to the Sydney Morning Herald how 
the “ much maligned” BLF had become the 
only rallying point for Sydney residents con­
cerned about threats to their living space — 
evidence of the power that the union had 
achieved under Mundey in giving weight to 
the rights of the inner-city low-income- 
earner. Backlash was inevitable, and the 
film shows how the BLF story overlaps with 
the Juanita Nielsen story.
The film is well served by its stock footage 
of clashes between police and residents in 
the Rocks and Victoria Street, but else­
where the connection between images of 
background events like Land Rights 
protests, the Springbok rugby tour, anti­
Vietnam protest and the BLF are left some­
what tenuous. Another failing is the fact 
that, although it is stated that 60% of the 
NSW BLF rank and file are migrant 
workers, less than 6% of the film’s time is 
devoted to them.
And, despite the exemplary clarity of 
information in most of the film, its commen­
tary is often (despite the involvement of 
Newcastle playwright and Sidetrack 
Theatre founder Graham Pitts) bland and 
vague, like this snippet: “ Some people 
seem to have this irresistible urge to tear
down and rebuild. There’s a lot of money to 
be made.” It would also have been more 
satisfying to the ear to have had the film 
narrated in an Australian accent, rather 
than in Fiske’s somewhat flat American 
tones.
Fiske is, however, able to take advantage 
of the research she did for her previous 
award-winning documentary, W o o llo o -  
m o o lo o  (1978); and her work as a sound 
recordist (recent credits include D o n ’t C all 
M e G irlie) is evident here.
R o ckin g  th e  F o u n d atio n s  contains 
quite a few topical reminders. The current 
Sydney Opera House parking strikes, for 
example, can be viewed in the context of 
the BLF Green Ban against hasty attempts 
to hew a car park out of the Botanical 
Garden cliff face, while current opposition 
to the proposed Sydney monorail scheme 
could badly do with backing from a body 
like the BLF.
And, though the no-frills, low-budget 
leanness of the film may restrict its attraction 
to casual audiences, it deserves to be seen 
by anyone interested in the history of the 
labour movement, not just in Australia, but 
anywhere.
Tony Mitchell
R ocking the  Foundations: Produced, 
directed and narrated by Pat Fiske. Associate 
director: Jim Stevens. Written by Pat Fiske and 
Graham Pitts. Camera: Martha Ansara and 
Fabio Cavadini. Editors: Jim Stevens and 
Stewart Young. Music: Davood Tabrizi. Sound: 
Laurie Fitzgerald. Distributor: Sydney Film­
makers' Co-op. 16 mm. 92 minutes. Australia. 
1985.
Fair dinkum on 
the western front
ANZACS
Towards the end of World War II, John Ford 
directed a film about the Americans and Fili­
pinos trapped on the Bataan peninsula by 
the invading Japanese. By largely ignoring 
the enemy, exploring the bonds which hold 
men and women together in such a 
situation, and assembling a powerful series 
of images to show the physical disintegra­
tion of the group, T h e y  W e re  E x p e n d a b le  
(1945) was able to eschew didactic 
speeches and simplistic characters, while 
still celebrating the dignity of the men and 
women left behind.
Anzacs, the Australian miniseries which 
follows a platoon of the Eighth Battalion 
from the outbreak of World War I until its 
return in mid-1919, has a number of 
thematic similarities with Ford’s film. The 
difference resides in the execution.
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John Dixon (who devised the idea of 
celebrating the role of the Australian 
Imperial Force in the Dardanelles and 
western Europe as far back as 1968) and 
producer Geoff Burrowes are so intent on 
underlining the significance of the AIF in the 
outcome of World War I and its importance 
in the development of the 'Australian char­
acter’, that they seem to have become 
oblivious to the repetitive effect of the 
presentation of such concerns through ten 
hours of drama. The simplicity of the char­
acter construction in A nzacs, and the 
obviousness of much of its dialogue, 
detracts from the splendid evocation of the 
World War I battlefields.
The polarized view of the world into ‘real’ 
Australians and the rest, is quickly estab­
lished in the opening episode, 'The Great 
Adventure'. The true Australians are made 
up of the sons and daughters of selectors 
(Dick and Kate Baker, played by Mark 
Hembrow and Megan Williams), an itin­
erant worker (Pat Cleary, played by Paul 
Hogan), idealistic youth in the shape of Roly 
Collins (Christopher Cummins), and a 
squatter’s son who has divorced himself 
from the British (Martin Barrington, played 
by Andrew Clarke).
Just to prove that what counts is not 
necessarily birth but the shaping influence 
of the country, the platoon also contains an 
Englishman (Jonathan Sweet) who has 
worked in the outback for the past six 
years, plus a German winegrower from the 
Western District (Shane Briant). They are 
contrasted with blustering politicians like 
Cyril Earnshaw (Howard Bell), and trans­
planted Britons like Martin’s father (Vincent 
Ball), who wants his son to study at Cam­
bridge and fight in a British regiment.
The platoon, with the exception of ‘Dingo’ 
Gordon (Jim Holt), epitomizes innocence, 
and the dialogue repeatedly stresses the 
’lambs-to-the-slaughter’ motif. The enemy is 
not so much the Germans, as the British 
staff officers who, with one exception, 
appear either incompetent or deliberately 
sadistic in their commitment of the Aus­
tralian troops to the slaughterhouse of 
Gallipoli and the mud of Flanders and 
Picardy.
Their hostility to the Australian soldiers is 
summed up in the comments of Field 
Marshal Sir Douglas Haig (Noel Tre- 
varthen). “ He’s an Australian and a news­
paperman: that’s doubly unfortunate,” 
remarks Haig about Keith Murdoch (David 
Bradshaw). Describing the Australians 
during the Boer War as "colonial hooli­
gans” , his comment on his decision to 
commit more Australian divisions to the 
carnage on the Somme is: "Perhaps, after 
this blooding, their conduct behind the lines 
will improve” .
The historical accuracy of A n zacs  is a 
major point at issue, and production 
designer Les Binns has certainly done an 
admirable job in simulating the trenches
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and the battlefields of Gallipoli and western 
Europe in the interiors and exteriors con­
structed at Beveridge, just north of Mel­
bourne. Bruce Rowland's selection of 
music also adds to the verisimilitude. But 
this is only part of the question of historical 
veracity.
More important is the selection of par­
ticular events to support the dominant 
themes, which tends to be done to the point 
of overkill. For example, while the French 
may have refused to continue attacking in 
1918, the obsessive preoccupation with the 
superiority of the AIF has the effect of 
bringing the narrative development to a 
halt, so that the audience can be bom­
barded with rhetoric.
This smugness in our superiority is 
reinforced on many levels, particularly 
through the exploits of the ‘Ginger Mick’ 
character played by Paul Hogan, who con­
tinually outsmarts British supply officers, 
training officers, German soldiers and even 
the Americans (at a game of two-up).
Occasionally, the audience is allowed to 
experience the strength of the bond 
between the men without having the idea 
thrust upon it. For example, the use of 
music is a particularly effective counter­
pointing device in providing a haven for the 
men from the carnage of the battlefields. In 
one of the best sequences, ‘Doc’ Barring­
ton attempts to restore the battered spirits 
of the platoon leader, Harold Armstrong 
(Tony Bonner), at Ypres by means of a 
song.
Similarly, the mutiny of the 60th Division, 
when the men learn that they are to be 
broken up and dispersed among other 
divisions, enables the audience to obtain a 
glimpse of what held the Australian soldiers 
together after the horrors of more than three 
years of war.
But, in the first episode, three incidents 
establish a small number of inter-related 
themes, which are repeated again and 
again throughout the series. The first is 
when Roly Collins’s excitement at the 
prospect of enlisting causes him to exclaim 
that the war is “ Australia’s chance to prove 
something to the rest of the world” .
This is reinforced by a close-up of the 
word ‘Australia’ at the Broadmeadows 
Army Camp, when the men receive their 
insignia, accompanied by a comment from 
Harris, the working-class English member 
of the platoon, that "it takes a Weedin' war 
in Europe to make you lot understand you 
belong to the same country” .
And this is followed, later in the episode, 
by the death of Dick Baker at Gallipoli. At a 
makeshift burial, with Martin staring at the 
grave of his best friend, and Cleary playing 
a mouth-organ in the background, a written 
comment is superimposed on the screen,
E n tren ch ed  p o s it io n s :  A n d r e w  C la rk e  (le ft)  
a n d  M a r k  H e m b r o w  as M a rtin  B a rrin g to n  
a n d  D ic k  B a k e r  in Anzacs.
reminding the audience that, despite the 
‘‘sacrifices of the Australians at Lone Pine 
and the Nek, the British landings at Suvla 
Bay were a failure” .
Each of the related themes, which are 
part of the determination of Anzacs to cele­
brate mateship as a uniquely Australian 
trait, remains sacrosanct throughout the 
rest of the miniseries. This is all brought 
together in the final sequence of images — 
a dissolve from a bugler playing the ‘Last 
Post’ at a commemoration back in Australia 
to the barbed wire and the red poppies 
growing wild on the Somme today — and 
reiterates the dominant theme: the violation 
of innocence. While there may be a good 
deal of ‘truth’ in such a portrayal, it is hard 
to maintain such an intensity of indignation, 
based on a simple, polarized world view of 
‘us’ and ‘them’, over ten hours of viewing.
Geoff Mayer
Anzacs: Directed by John Dixon, George 
Miller and Pino Amenta. Producer: Geoff 
Burrowes. Associate producer: Dennis Wright. 
Screenplay: John Dixon, John Clarke and 
James Mitchell, from an original idea by John 
Dixon. Story consultant: Patsy Adam Smith. 
Director of photography: Keith Wagstaff. Pro­
duction designer: Leslie Binns. Costume 
designer: Jane Hyland. Editor: Philip Reid. 
Music: Bruce Rowland. Sound supervisor: 
Terry Rodman. Cast: Andrew Clarke (Martin 
Barrington), Paul Hogan (Pat Cleary), Megan 
Williams (Kate Baker), Jon Blake (Flanagan), 
Christopher Cummins (Roly Collins), Vincent 
Ball (Sir Rupert Barrington), Ilona Rogers (Lady 
Thea Barrington), Mark Hembrow (Dick 
Baker), Tony Bonner (Harold Armstrong), 
Shane Briant (‘Kaiser’ Schmidt). Production 
company: The Burrowes Dixon Company. 
First broadcast: Nine Network, 27 October 
1985. 5 x  2 television hours. Australia. 1985.
Down Argentine
way
OFFICIAL STORY
There are some openings a reviewer 
should not use too often. This is one of 
them: if you see no other film this year, see 
. . . But, if you do see no other film this year, 
see O ffic ia l S to ry  (La h istoria  o ficial). It is 
a film that does all the things great cinema 
— great art of any kind — should do: it 
instructs, it moves, it opens up new areas of 
knowledge, and it is an experience both 
emotionally devastating and emotionally 
complete.
It is also superbly acted, not just by 
Norma Aleandro, who won Best Actress at 
Cannes, but by the entire cast, including — 
and especially — Analia Castro as Gaby, 
the five-year-old who becomes its focus.
The one thing it doesn’t do, perhaps, is 
push back the frontiers of cinema: it is a 
traditional film, finely but conservatively 
made, its mise en scene scrupulously 
shaped to its characters and its story — to 
narrating, not to questioning the method of 
narration.
Otherwise, though, it is a very subversive 
film. Alicia (Aleandro), comfortably off and 
married to Roberto (Hector Alterio), a 
successful businessman, and mother (we 
assume) of Gaby, teaches history, which 
she high-mindedly defines as “ the memory 
of peoples” . But the film is set in Argentina 
in mid-1983, in that disrupted period 
between the end of the Malvinas war (the 
Falklands campaign, if you must) and the 
fall of the junta: it is a period of transition for 
Argentina, and for Alicia, too.
The kind of history she teaches is not 
popular memory at all: it is the authorized 
myths of the Argentinian dictatorship — the 
‘official story’ of the title, which, in Spanish, 
makes a play on the dual meaning of 
‘historia’: on the one hand, history; on the 
other, a personal story, a version of events.
A somewhat prim member of the haute
bourgeoisie, Alicia initially wants no part of 
that other history — the history of los desa­
parecidos, the thousands of political 
detainees who, quite simply, disappeared 
during the rule of the junta.
But a number of events — a drunken, 
late-night conversation with an old school- 
friend, Ana (Chunchuna Villafane), who has 
returned from exile and who was herself 
detained, tortured and raped; a discussion 
with another, more radical teacher over her 
attempts to discipline a young student — 
begin to blur the line between the fractured 
history of her country and the apparently 
sedate story of her own life.
The specific focus is Gaby, who (we 
gradually learn) is adopted. And Alicia, 
infertile and desperate for a child, had 
asked no questions about her origins. 
Roberto, well-connected with the junta, had 
made the arrangements. Now, five years 
later, both of them palpably (and, from the 
point of view of the film, crucially) adore 
Gaby. And Gaby adores them: they seem a 
close-to-perfect family.
But the happiness is built on sand: Alicia 
slowly begins to realize that Gaby is almost 
certainly the ‘stolen’ child of a woman 
political detainee, many of whom were 
pregnant when arrested, and most of 
whom had their babies taken away after 
birth. Alicia’s quest for the truth brings her 
face-to-face with one of the 'Grandmothers 
of the Plaza de Mayo’ — a group whose 
children have vanished, and who are like­
wise (but from, as it were, the other side) 
seeking information.
This encounter, which takes place in a 
hospital records office where Alicia is trying 
to find out details about Gaby’s birth, is a 
key turning point in the film. It is the moment 
at which Alicia crosses a previously unthink­
able boundary, out of the safe, protected, 
no-questions life she has lived, both profes­
sionally and personally, and into the twilight 
of subversion.
This crossing of that frontier is, like so 
many other moments in the film, unforget­
tably marked on Norma Aleandro’s face, as 
she at first misunderstands, then denies, 
then acquiesces with the other woman’s 
question. Yes, she is after information. And 
she realizes (though, of course, she does 
not say so) that she has one of the children 
that the grandmothers assume she is 
seeking.
For Alicia, the act of subversion is as 
much personal as it is political: she is 
turning her back, not only on the world her 
husband represents, but on the very basis 
of their relationship. And she knows that 
she is entering on a task which will finally 
and inevitably destroy her happiness, by 
taking Gaby from her.
It is in this intersection of the political and 
the personal that the greatness of O ffic ia l 
S to ry  lies. It is not a political film in any 
radical sense: there are no calculated 
alienation effects. Nor is it a political thriller a 
la Costa Gavras.
What violence there is in the film is 
internalized and personal. And, at times, it 
is almost unbearable. But this is the point at 
which the film becomes most effectively 
political, since it charts an action of extra­
ordinary bravery, whereby a woman risks 
— and loses — everything in the name of a 
truth she cannot avoid, in the pursuit of a 
history which avoids the reassurances and 
the blandness of the ‘official version’.
Certainly, O ffic ia l S to ry  is a film first and 
foremost for an Argentinian audience, and 
many of its references — dates, places, 
props (the newspaper the radical teacher is 
unobtrusively carrying when Alicia first 
meets him) and names (Ana’s story of how 
the cops who arrested her ripped the 
Gardel poster on her door to shreds) — will 
probably have resonances for Argentinian 
audiences alone.
But, because it chooses to focus, not on a 
central character whom we can, easily and 
even reassuringly, perceive as a victim of 
oppression (which would be a kind of 
‘official story’, radical-style), but on a 
woman who knowingly chooses her own 
downfall — because, ultimately, it is about 
Alicia, not Ana — it has all the universality of 
tragedy.
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F acin g  th e fu tu r e :  C h u n ch u n a  V iila fan e as 
A n a  a n d  N o r m a  A le a n d r o  a s A lic ia , 
f in d in g  o u t a b o u t h er d a u g h ter, in Official 
Story.
Like Medea and Electra before her, Alicia 
unwillingly, but with a clear sense of the in­
evitability of her action, walks towards her 
catastrophe. Watching her do so is simul­
taneously exhilarating and devastating, 
moving and instructive. Great art, in other 
words, and as overwhelming a cinematic 
experience as any to have been had for a 
long, long time.
Nick Roddick
Official Story (La historia oficial): Directed 
by Luis Puenzo. Executive producer: Marcelo 
Pineyro. Screenplay: Luis Puenzo and Aida 
Bortnik. Director of photography: Felix Monti. 
Art director: Abel Facello. Music: Atilio 
Stamponi. Editor: Juan Carlos Macias. Sound: 
Abelardo Kushnir. Cast: Hector Alterio 
(Roberto Ibanez), Norma Aleandro (Alicia 
Ibanez), Chela Ruiz (Sara), Chunchuna Villa- 
fane (Ana), Hugo Arana (Enrique), Patricio 
Contreras (Benitz), Guillermo Battaglia (Jose), 
Maria Luisa Robledo (Nata), Analia Castro 
(Gaby). Production company: Historias 
Cinematografias/Progress Communications. 
Distributor: Roadshow. 35 mm. 113 minutes. 
Argentina. 1985.
Don’t let them eat 
cake
RED MATILDAS
In Red M atildas, one of the three women 
who are the subject of the film provides a 
superb explanation of why she joined the 
Communist Party in the thirties. She recalls 
how, as a fourteen-year-old, she worked as 
a shop assistant at Lucullus, a Melbourne 
cake shop. One day, when unemployed 
workers and those supporting their 
struggles were planning a march down 
Bourke Street, her boss asked her to climb 
into the window and remove all the cakes 
before the marchers passed the shop.
The threat of the marchers breaking the 
shop window and taking the cakes was 
very real to her boss. So, Audrey Blake 
climbed into the window and did as she 
was told. But, in a single instant, the class 
antagonisms, the fear and the conscious­
ness that something was terribly wrong in 
Australia, were all brought home to her.
It is in such circumstances that political 
education occurs. But, Audrey Blake tells 
her interviewer, pies and pasties were often 
taken by older workers while the trays were
being carried through the shop, and the 
freshly-cooked food given to the younger 
workers as breakfast. The privileges and 
contradictions within Australian society are 
again clearly highlighted: the haves and 
have-nots were, in some cases, only centi­
metres apart.
The story serves to illustrate just how alive 
the telling of history can be, when personal 
experiences are clearly articulated. Such 
stories do not, of course, tell us how history 
is constituted in a theoretical sense. But 
neither do the three women who tell their 
stories in Red M atildas — Audrey Blake, 
May Pennefather and Joan Goodwin — tell 
their histories naively.
They tell them, it can only be assumed, 
with a full consciousness of what the 
struggle for equality and human rights, and 
against fascism and unemployment, meant 
to them five decades ago. Moreover, theirs 
are stories told from the perspective of 
people who have been committed to the 
struggle for socialism and communism.
Red M atildas, then, is very much the 
story of three Australian women who are 
unrepentant about their membership of the 
Communist Party of Australia. It is also a 
film about women who were more than just 
observers of the Australian socio-political 
landscape: the activists in Red M atildas  
are people who have been committed 
leftists, and for whom the past is part of a 
continuing struggle, where positions of 
strength and determination have been 
taken up and fought for.
And yet, in watching the film, something 
disconcerting happens. On the one hand, 
there is the knowledge that here are the 
archangels of struggle, while, on the other, 
a film of remarkable conventionality tells 
their story. Compilation footage is inter­
spersed with talking-head shots of the three 
women, two in armchairs, one in her 
kitchen in Perth. Talking, talking . . .
Sharon Connolly and Trevor Graham, the 
film’s producers/directors/writers, may 
have wanted to record the comments of 
ageing Australians, but they have done so 
in a very subdued manner. Sentiment may 
be the root cause of the film’s problem. Cer­
tainly, it is a good sentiment, but it is reflec­
tive and safe: it is a sentiment that derives its 
strength from the known past, thereby 
denying a complex present.
And, although, at the end of the film, 
Joan Goodwin is shown printing posters for 
another struggle, poster-printing seems a 
long way from the marches of the thirties — 
or, for that matter, of the sixties and 
seventies.
It may be that posters and more passive 
forms of action are the stuff of activism in 
the eighties, but the changes that have 
taken place in the lives of the women from 
the thirties to the present are missing from 
the film.
Perhaps that is fair enough, given that 
Red M atildas is about three women in the
thirties. But surely the present has a role in 
documenting the past? When Joan 
Goodwin discusses the influence of the 
great developments in women’s rights and 
child care in the Soviet Union in the thirties, 
and the influence of those events on Aus­
tralia, the film has a direct meaning in the 
current Australian context. But the topic is 
not followed up.
Certainly, the women comment on the 
continuing struggle that they were a part of. 
“We must fight against uranium mining and 
for the environment and our resources,” 
they say. “We must build on the strength 
that has been laid . . .  We can have 
victories again,” they say. But these 
comments have a hollow ring to them, 
following on as they do from the description 
of precise forms of action. Little analysis or 
self-criticism is present.
In the women themselves, this is not a 
problem, because we need not necessarily 
demand self-criticism from them as subjects 
of a documentary. But Red M atildas  would 
have been a much stronger film had the 
questions been put by the film’s makers 
about what went wrong with the left in Aus­
tralia, and what happened to the Australian 
Communist Party, which promised so much 
up until the early seventies. Surely a 
documentary film must not only proudly 
display its subjects, but also explain why 
they have reached the position they are in?
An emotionally moving scene closes the 
film, suggesting current commitments and 
also assuming those commitments. As the 
red, black and multi-coloured flags of the 
left-associated groups move along a Mel­
bourne street in a May Day march, Joan 
Goodwin, Audrey Blake and May Penne­
father walk together, arm-in-arm. This is 
where they are now. But how did they get 
there, and why? Somehow, this question 
seems unresolved.
The film’s analytical style mitigates 
against the confusion and contradictions 
that must exist in the minds and actions of 
committed leftists in a bourgeois demo­
cracy. A remarkably similar film in style and 
content, T he Good F ight (1984), suffered 
less from this problem. Its characters, 
former members of the Abraham Lincoln 
Brigade, who fought as the American con­
tingent in the Spanish Civil War while all the 
time suffering the uncertainties of their 
commitments, seem to be very much part 
of their own pasts.
But one must not be too critical of Red  
M atildas: it is a rare film that treats its 
audience to a fanfare of celebrated 
achievements. May Pennefather’s work as 
a nurse in the Spanish Civil War is important 
in this respect, as are the women’s on­
going efforts.
Perhaps the main achievement of the film 
will be that its weaknesses paradoxically 
make it available to a mass audience who, 
viewing it on television screens, would not
F acing th e  p a s t:  M a y  P en n e fa th er , A u d r e y  
B la k e  a n d  Joan  G o o d w in  — th e  ‘re d  
M a tild a s ’ — on  M a y  D a y  1984.
care for the form and content of the film, but 
for the telling of a history to which they have 
been denied access.
Marcus Breen
Red Matildas: Directed, produced and 
written by Sharon Connolly and Trevor 
Graham. Executive producer: Ned Lander. 
Associate producer: Bryce Menzies. 
Photography: Laurie Mclnnes. Editor: Leslie 
Mannison. Sound recordist: Pat Fiske. With: 
Audrey Blake, Joan Goodwin and May Penne­
father. Production company: Yarra Bank Films. 
Distributor: Ronin. 16mm. 50 minutes. Aus­
tralia. 1985.
The great escape
THE GOONIES
Central to the current batch of American 
fairytales, wooing the child in all of us, is the 
belief that our social order is basically 
dependent on the survival of the family in its 
current state, and on its capacity to resist 
the harsh realities of a changing world.
However, responsibility for the deliver­
ance of the family no longer lies with the 
adults, for the loss of their capacity to 
dream makes them ill-equipped to deal with 
the challenge that confronts their world. 
Rather, their future is in the hands of thé 
children: their sense of adventure, their 
playfulness, their refusal to surrender to the 
humdrum everyday routine and their ability 
to invent their own solutions to the problems 
facing their lives have armed them well for 
the task in hand.
Alone or in battalions, the army of juven­
iles can be found spread throughout such 
films as E .T . T h e  E x tra te rres tria l, T h e  
Last S tarfig h ter, G rem lin s  and B ack to  
th e  Future. They are also there in the 
torrent of movies about fun-loving teen­
agers and pain-in-the-arse adults, and in 
the host of horror movies in which youthful 
victims grapple with traumas inherited from 
their parents.
Richard Donner’s unit of the young for 
T h e  G oonies  (written by Chris Columbus, 
from a story by Steven Spielberg) com­
prises seven kids of varying age, sex, race 
and type. As Donner has noted, “We 
wanted the look of the group to be a sort of 
oddball cross-section of Americana” .
Bemoaning the boredom of their sub­
urban existence (“ Nothing exciting ever 
happens around here” ), young Mikey 
Walsh (Sean Astin) leads the others into an 
adventure whose goal, paradoxically, is to 
secure their future in this suburbia, here 
known as ‘the Goondocks’, a less-advan­
taged area of a small coastal city in Oregon.
The journey, which occupies a major 
portion of the film, is like a manifestation of
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O n  th e  r ig h t tra c k :  le f t  to  r ig h t, J e f f  C o h en , 
S ean  A s t in , C o r e y  F e ld m a n  a n d  K e  H u y -  
Q u a n  in — a n d  as  — The Goonies.
Mikey’s imagination — a point suggested 
early on, when his face is superimposed on 
the pirate map he discovers in his father’s 
attic. However, the pursuit of the treasure 
which it promises also becomes a quest to 
maintain the security of his childhood, in the 
form of the homes which the local families 
have been ordered to vacate to make way 
for a real-estate development.
With the sophistication of scholars, he 
and his friends decode the map and 
venture underground into the womb of the 
earth and through a veritable fun-house of 
obstacles on their way to the treasure, 
simultaneously satisfying their urge for 
excitement and their need for security.
At the point at which the narrative ends, 
with the various parents and children re­
united and the future secured, Mikey and 
his friends have, in effect, come full circle. 
They are, as it were, re-born, back where 
they started. And, though the film may not 
acknowledge the point, just beyond the 
edges of its final frames lie the same frus­
trations that created the need for adventure 
in the first place.
Thus the group of children, who are ‘the 
goonies' of the title, underwrite the future of 
their families against the grasping hands of 
the greedy capitalists. They succeed where 
their parents, with their regular jobs and 
their regulated lives, have failed.
For these children, there is a clear 
appreciation that what is central to their 
existence is their escape from the mundane 
into the adventures that evolve from their 
dreams. Stumbling upon the investments 
tossed into the depths of a wishing-well, 
Mikey reminds the others that they’re tres­
passing on sacred ground, that the coins 
aren’t part of the treasure that they’re 
seeking "because they’re somebody else’s 
wishes, somebody else’s dreams” .
Their quest, in any case, is less for 
money, than to establish their rights to their 
fantasies, away from the constraints of the 
everyday. Mikey, whose wisdom makes 
him a natural leader and an ideal 
spokesman for the film’s own pursuit of fan­
tasy, urges his friends, in their moment of 
doubt, to see the importance of their 
mission in this world of wonder that lies, 
literally, beneath the surface of the town. 
“ Up there, it’s their time. But down here, it’s 
our time: it’s our time” .
What they don’t recognize (and what the 
film exploits but cannot confront) is the 
nature of the tension between the two 
times. The image of the ‘down here’ serves 
a simple, two-fold function: as an escape for 
those who are alive enough to see the 
adventures on offer, and as a means of 
gaining what is needed to deal with the ‘up 
there’.
The goonies become the heroes of a
conservative fable about how to deal with a 
life that has been robbed of its joy. Don’t try 
to change it, the fable says. Escape from it, 
and you’ll get what you want.
What T h e  G o o n ie s  insists upon 
unequivocally is that the pursuit of fantasy is 
a thoroughly admirable endeavour. The 
film thus becomes a rationale for itself — 
nothing more and nothing less. And, while it 
is consistently engaging and inventive in its 
escapism, it is also unconcerned with 
anything else. Its naivety may be appealing, 
but it is also far from innocent.
Tom Ryan
The Goonies: Directed by Richard Donner. 
Producers: Richard Donner and Harvey Bern­
hard. Executive producers: Steven Spielberg, 
Frank Marshall and Kathleen Kennedy. 
Screenplay: Chris Columbus, from a story by 
Steven Spielberg. Director of photography: 
Nick McLean. Production design: J. Michael 
Riva. Visual effects supervisor: Michael 
McAlister. Editor: Michael Kahn. Music: Dave 
Grusin. Sound mixer: Willie Burton. Sound 
editor: Richard L. Anderson. Cast: Sean Astin 
(Mikey Walsh), Josh Brolin (Brand Walsh), 
Corey Feldman (Mouth), Jeff Cohen (Chunk), 
Kerri Green (Andi), Ke Huy-Quan (Data), John 
Matuszak (Sloth), Martha Plimpton (Stef), 
Robert Davi (Jake), Joe Pantoliani (Francis), 
Anne Ramsey (Mama Fratelli). Production 
company: Amblin Entertainment. Distributor: 
Roadshow. 35mm. 111 minutes. USA. 1985.
Coffee and 
Danish
THE PERFECTIONIST
Above all, Chris Thomson’s film of David 
Williamson’s T h e  P e rfe c tio n is t seems well 
designed for Year 12 Social Studies, with its 
plot following the well-worn tracks of 
freedom of choice for middle-class women.
Barbara Gunn, married to an ambitious, 
obsessive academic called Stuart, leads a 
life confined to the needs of three small 
boys. She yearns for the greater glories of a 
course in Welfare Studies, and makes a 
bid for freedom. Getting no help from either 
husband or mother-in-law, she hires a 
babysitter, a male Danish dish, and satisfies 
the film’s need for some romantic interest 
by falling in lust with him.
The cast — Jacki Weaver as Barbara, 
John Waters as Stuart, the perfectionist, 
with Noel Ferrier and Jennifer Claire as 
his parents, Steven Vidler as the Danish 
Adonis, and Kate Fitzpatrick as Barbara’s 
best friend, Su — all give, with one excep­
tion, the sort of performances one expects
M o th e r ’s  li t t le  h e lp er: S te v e n  V id ler as  
E rik , th e  d ish y  D a n e , a n d  J a c k i W e a ver  a s  
B a rb a ra  in The Perfectionist.
from old troupers, while running the risk of 
being upstaged by a trio of boys who 
seem to have all the fun and most of the 
best lines, ,
But, while producer Pat Lovell has been 
quoted as finding Williamson’s “ wit, 
humour and wonderful characterization” 
the main strengths of the play, it has always 
seemed to me that the Williamson art is in 
presenting stereotypes and letting them do 
their thing.
Take the perfectionist himself. Stuart, a 
1985-model intellectual yuppie, is the 
product of an ambitious professional father, 
whose measures of success are limited to 
academic achievement and subsequent 
status within the community. His father sees 
the careers of women as subordinate to 
those of men, and their lives as a reflection 
of their husbands’ careers.
Like father, like son. Stuart is unable to 
see anything beyond his thesis; and, when 
the film opens, he has been perfecting this 
potential academic bomb for nine years. 
His wife, children and friends have become 
mere background noise.
Then, two things happen at once: his wife 
makes her bid for freedom, and the sacred 
thesis turns out to be a false god. Stuart 
reacts by turning the full force of his obses­
sive nature onto the previously neglected 
household.
But Stuart is not the only perfectionist. 
Erik, the beautiful babysitter, may take a 
broader world view; but his views about 
how life should or should not be lived are 
quite as judgmental, intolerant and obses­
sive as Stuart’s. Erik has all the trendy 
views: he believes in mutual respect, the 
non-exploitation of women, sex with 
commitment, and his vegetable lasagna is 
a treat. But, if Stuart is something of a 
stereotype (and John Waters has difficulty 
at times in making him more than two­
dimensional), Erik fails to come across as 
anything but the standard Australian idea of 
a Nordic type (circa 1975).
David Williamson fails to explore what, for 
me, are the more interesting aspects of his 
story. For example, why do people seem 
incapable of changing their ways? Why do 
they bring the same weapons to different 
battles? Just as Stuart applies the same 
obsessiveness to all situations, be they 
personal or professional, Barbara seems to 
make a habit of falling for perfectionists. But 
these points are undeveloped. Williamson, 
sticking firmly to the framework of his play, 
gives us entertainment at the expense of 
depth.
But, if the plot Is a little facile and the main 
characters stereotyped, as a vehicle for the 
particular Williamson form of genius, T h e  
P e rfe c tio n is t serves its purpose. It may be 
without the real killer thrusts of D o n ’s P arty
or T h e  R em o valis ts , but the well-known 
wit is there, and the petty pretensions of the 
human race are beautifully observed.
Note, for instance, the three main char­
acters’ observations on sex outside 
marriage. “At least I had the decency not to 
tell you until my affairs were over,” says the 
husband. “ I want to explore my own 
sexuality without guilt,” comments the wife. 
“ To have sex for fun in a world full of 
poverty is not really such a smart thing,” 
declares the lover. It is just Williamson’s 
ability to swing between banality and 
lunatic remarks delivered in all seriousness 
that gives his work its magic.
The shot of the perfectionist with his 
brood on their early-morning jog, all 
equipped in matching, duck-yellow track­
suits, is enough to send any mere mother 
straight back to bed. The survey of pros­
pective babysitters is almost too accurate to 
be entertaining, and the glimpse of 
parenting classes realized all my fears and 
most of my failures.
The essence of T h e  P e rfe c tio n is t’s
humour lies in Williamson’s talent for finding 
what is funny or pretentious in the most 
mundane aspects of the everyday life of 
middle Australia. And it is a relevant film for 
1985, if only because it laughs at a few 
sacred cows.
Sarah Guest
The Perfectionist: Directed by Chris 
Thomson. Producer: Patricia Lovell. Executive 
producers: Matt Carroll and Gregory Coote. 
Screenplay: David Williamson, adapted from 
his own play. Director of photography: Russell 
Boyd. Production design: Lissa Coote. Editor: 
Sara Bennett. Music: John Charles. Sound 
recordist: Mark Lewis. Cast: Jacki Weaver 
(Barbara Gunn), John Waters (Stuart Gunn), 
Adam Willits (Shaun Gunn), Shane Tickner 
(Tom Gunn), Elliot Jurd (Nick Gunn), Noel 
Ferrier (Jack Gunn), Jennifer Claire (Shirley 
Gunn), Steven Vidler (Erik), Kate Fitzpatrick 
(Su), Vic Hawkins (Gordon), Linda Cropper 
(Margaret Bridges), Maggie Dence (Rosie 
Peters), Steven Jacobs (Lecturer). Production 
company: Roadshow, Coote & Carroll. First 
broadcast: Ten Network, 7 November 1985. 
16mm. 2 television hours. Australia. 1985.
Space invader
THE BROTHER FROM 
ANOTHER PLANET
Lacking the self-conscious hipness of Jirn 
Jarmusch (S tra n g e r th an  P arad ise ) or 
Alex Cox (R epo  M an), but also eschewing 
the mainstream aspirations of John Cassa­
vetes or Richard Pearce (C ou ntry ), John 
Sayles is uniquely placed in the spectrum of
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American independent cinema. A com­
petent and stylish writer — as proved by 
A llig a to r (1980) — Sayles is nevertheless 
dedicated to his own idiosyncratic low- 
budget features. Deliberately rejecting the 
commercial gloss of Hollywood, his films 
have nonetheless found major international 
distribution.
His directorial debut, T h e  R eturn  o f th e  
S e c a u c u s  S e v e n  (1980), was blue-printed 
by Lawrence Kasdan for the slick, up­
market T h e  B ig C h ill (1983); and his 
portrayal of lesbian love in L ia n n a  (1983) 
was decidedly more credible and realistic 
than Robert Towne’s earnest sexual 
fantasy, P erso n a l B es t (1982).
Now, conforming to Sayles's low-budget 
writer/director style, comes T h e  B ro th e r  
fro m  A n o th e r P lan e t, costing a paltry 
$300,000. Its distribution in Australia 
through the Greater Union Organization 
creates something of a precedent for low- 
budget cinema: many recent Australian 
films have used ten times the budget, yet 
their failure to achieve any form of dis­
tribution in this country merely points up 
their inferior quality.
Characteristically, in T h e  B ro th e r, 
Sayles has ignored all the safe options, 
tackling the notoriously uncommercial 
theme of ‘black consciousness’, and 
welding it to a comic sci-fi framework: a 
mute, black extraterrestrial, stranded in 
Harlem, finds work fixing 'bugs' in broken 
video games.
The Brother’s receptive, passive person­
ality allows Sayles to use the alien as a 
mirror, reflecting and digesting the range of 
social concerns exhibited by the characters 
around him. And, as in the rest of his work, 
Sayles’s lacklustre and plodding direction 
takes second place to the qualities inherent 
in his screenplay.
As the Brother, Joe Morton provides the 
film with a superbly modulated central 
performance. All mime and body language, 
Morton makes the alien easier to empathize 
with than similar roles taken by Jeff Bridges 
in S ta rm a n  (1984) or David Bowie in T h e  
M an W h o  Fell to  E arth  (1976). The great 
gentility of Morton’s performance, and his 
successful balancing of ‘alien’ with 
‘human’, builds all the credibility necessary 
for the character.
Pursued around Manhattan by Uno and 
Do (David Strathairn and Sayles himself), 
two white extraterrestrials from home, the 
Brother quickly discovers many inter­
species similarities. In a particularly poig­
nant scene, he uses primitive sign 
language to convince a six-year-old 
(Herbert Newsome) of the racial persecu­
tions he experiences on his own planet. 
Visiting an exhibition of eighteenth-century 
illustrations, they both pause in front of a 
drawing of a runaway slave being pursued 
by two dogs, and the mute Brother has no
T h e B r o th e r ’s  b ro th e r s :  F ly , S m o k e y  a n d  
W a lte r  a t  O d e l l ’s  b a r  in  The Brother from  
Another Planet.
trouble passing on his reaction to the 
equally silent human child.
Throughout the film, Sayles produces his 
usual mix of weirdly wonderful characters. 
A Harlem bar, O’Dell’s, is populated by 
blacks of all ages who, in one well-judged 
scene, warily interact with a couple of lost 
preppies from the mid-West, both stranded 
in an alien Harlem after taking the wrong 
subway.
A raving rastafarian takes the Brother 
through the depressed and drug-ridden 
back-streets; a Hispanic video-parlour 
owner decides the alien can speak only 
Spanish; a black nightclub singer takes him 
home, then asks: “ How come I like you so 
much? You could be anybody.” And he is 
fearfully solicited by a subway rider who 
performs magic tricks before, as the 
Brother wistfully watches, jumping from the 
A-train at Times Square with the one-liner: 
“ Now, watch all the white folks disappear!”
Far from perfect, T h e  B ro th e r fro m  
A n o th e r P lan et, loaded with ideas and 
wistful comic interludes, shows how even a 
bargain-basement budget can produce an 
accessible, entertaining film laced with 
‘serious’ themes. It wasn’t so long ago that 
Americans were praising Australian films for 
those very same qualities.
Rod Bishop
The Brother from  Another Planet: Directed, 
written and edited by John Sayles. Producers: 
Peggy Rajski and Maggie Renzi. Director of 
photography: Ernest R. Dickerson. Production 
designer: Nora Chavooshian. Music: Mason 
Daring. Sound recordists: Eric Tayior and 
Michael Golub. Cast: Joe Morton (The 
Brother), Tom Wright (Sam Prescott), Caroline 
Aaron (Randy Sue Carter), Herbert Newsome 
(Earl), Dee Dee Bridgewater (Malverne Davis), 
Darryl Edwards (Fly), Leonard Jackson 
(Smokey), Bill Cobbs (Walter), Steve James 
(Odell), Edward Baran (Mr Vance), John Sayles 
and David Strathairn (Uno and Do, the men in 
black). Production company: A-Train Films. 
Distributor: Greater Union. 35mm. 108
minutes. USA. 1984.
Going with the 
odds
ARCHER
Heart-warming tales of children and their 
pets are staple fodder in the Family Enter­
tainment diet. Television’s ‘C’ zone would 
have been a desert over the years without 
the antics of Lassie , Rin T in  T in , S k ip p y  
and Flicka. These long-running series and 
their numerous cinematic counterparts — 
from N atio n al V e lv e t to T h e  B lack  
S ta llion , B enji to D u sty  — are con
structed upon a network of apparently 
inviolable conventions. Good will triumph 
over evil, justica will be done, bravery will 
be rewarded, parents and surrogate 
parents will make wise decisions, and 
animals will use their innate wisdom to bring 
out the best in nice people and catch up 
with the nasty ones.
In presenting the adventures of Dave 
Power (Brett Climo) and his prized horse, 
Archer (Hamilton Poole), A rc h e r faithfully 
adheres to these familiar conventions. The 
result is a generally spritely variation on a 
tried and true formula. It is possibly the 
degree of variation from the basic recipe 
that is the key to a successful effort to meet 
the divergent demands of viewers from the 
ages of six to 60, and this story of the horse 
that clinched the first coveted Melbourne 
Cup after a 550-mile walk from Nowra to 
Melbourne blends a number of Ingredients 
from a variety of sources.
Memories of T h e  M an From  S n o w y  
R iver are evoked as Dave and Archer 
tangle with a pack of wild brumbies in the 
mountain ranges. The glories of a winning 
dash to the finish line, reminiscent of P har 
Lap, are in evidence, as are the dominant 
themes of the W in n e rs  series: achievement 
and fulfilment through personal endeavour 
and assertion of character.
Essentially, A rc h e r sits comfortably 
within the parameters that have been 
defined — and largely unchallenged — 
within children’s television for some time. 
And, in an acknowledgement of its adher­
ence to the wholesome formula — romance 
but no sex, action but no violence, positive 
development of the protagonist, happy 
endings — the final frames announce that 
“ what you have seen probably didn’t 
happen. But it should have.”
Though Dave seems a little older than 
many of his comparable protagonists, he is 
clearly regarded at the outset as ‘a boy’. 
The six-week campaign that he undertakes 
with Archer is well signposted, with direc­
tions indicating the basic geographical 
journey, the discovery tour for the farm boy 
getting his first taste of a wider world, and 
the emotional stride from boyhood to 
maturity. Within the necessarily episodic, 
but generally fluid, travels through country, 
culture and adolescence, each incident 
and encounter adds a new and positive 
dimension to Dave’s character.
At the start of the journey from farm to 
fame, Dave is shown to have what it takes. 
A proverbial rough diamond, he is quietly 
confident, thoroughly self-possessed, 
tenacious and a bit mischievous. He is also 
green in the ways of the world, and a 
central function of the journey is to remedy 
this naivete, one facet at a time.
On his first encounter, he is effortlessly 
fleeced by the classic colourful cad (Paul 
Bertram), too easily parted from his money 
and too gullible. This early defeat at the 
hands of the mock Lord Alfred instills 
caution in our hero.
H o o f in g  i t  to  F le m in g to n :  E rn ie  G r e y  a s  
M a tth e w , H a m ilto n  P o o le  a s  A r c h e r  a n d  
B r e tt  C lim o  as D a v e  P o w e r  in Archer.
Next stop, the lovely Catherine (Nicole 
Kidman) — a genuine dose of first love that 
serves to distinguish the Real Thing from 
lusty looks at the kitchen maid. Dave learns 
of feisty mountain maidens and of yearn­
ings strong enough to lure him away from 
grooming Archer in favour of dancing with 
Catherine.
Precisely half-way through the six-week 
itinerary, Archer virtually leads Dave to the 
aptly titled Green Mountain for the journey’s 
seminal lesson. On the mountain, with the 
unconscious help of Anna Winter (Anna 
Maria Monticelli), Dave loses his green 
edges. He learns that some things are more 
important than pride, specifically the pride 
that he takes in the prospect of winning the 
race.
In helping the bereaved woman through 
the death of her baby and undertaking to 
jeopardize Archer’s entry in the Cup in 
order to locate her husband, Matthew 
(Ernie Gray), Dave trades pride for integrity, 
and dreams of glory for honourable action. 
This internal development is publicly 
demonstrated by a rite of passage in the 
style of S n o w y  R iver. In a death-defying bit 
of riding, Dave reclaims his horse from a 
pack of brumbies, winning the grudging 
respect of the Real Men.
From that point on, he has earned his 
stripes, and he can coast home. He locates 
Matthew, outwits a band of bushrangers 
and arrives in Melbourne on schedule. A 
fortuitous accident puts him in the saddle 
rightfully to claim the glory and, subse­
quently, the girl.
Although it wears its doggedly whole­
some intentions a little too earnestly at 
times, A rc h e r is deftly written and 
assembled by writer Anne Brooksbank and 
director Denny Lawrence, and jauntily 
scored by Chris Neal. It is also enlivened by 
an entourage of well-judged performances 
from the supporting cast, notably Anna 
Maria Monticelli, who carries her tragedy 
with a regality that is compelling, and 
Robert Coleby, who plays Archer’s improb­
ably titled owner — Etienne de Mestre — 
with just the right mix of fading majesty and 
agile intellect.
Ultimately, A rc h e r fulfils the unwritten 
laws of its 6.30 timeslot: it is affable, enter­
taining, optimistic and unprovocative. 
Though it will do little to challenge the rever­
ently observed perimeters of family 
viewing, it steadfastly holds its own in the 
field.
Debt Enker
Archer: Directed by Denny Lawrence. Pro­
ducer: Moya Iceton. Executive producers: 
Gregory Coote and Matt Carroll. Screenplay: 
Anne Brooksbank. Director of photography: 
Frank Hammond. Music: Chris Neal. Editor:
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Ted Otton. Sound: Paul Brincat. Production 
design: Herbert Pinter. Costumes: Anna 
Senior. Cast: Brett Climo (Dave Power), Nicole 
Kidman (Catherine), Robert Coleby (Etienne 
de Mestre), Anna Maria Monticelli (Anna), 
Ernie Gray (Matthew), Paul Bertram (Lord 
Alfred). Production company: Roadshow, 
Coote & Carroll. First broadcast: Network Ten, 
3 November 1985. 16 mm. 2 television hours. 
Australia. 1985.
The sport of 
queens
KISS OF THE SPIDER 
WOMAN
Manuel Puig’s first novel was called 
Betrayed by Rita Hayworth. This film, from 
another Puig novel, might be called 
‘Betrayed by Hector Babenco’. Poor 
Manuel. They’ve taken a sharp, difficult 
book and made it into a soft, easy movie.
One thing, though: everyone who sees it 
will know it’s supposed to be good for 
them. And, I have to be honest, most will be 
entertained and moved by it. I was, 
anyway.
Two blokes share a prison cell some­
where in right-wing, fascist-ruled, Portu­
guese-speaking South America. One 
(played by William Hurt) is gay, almost a 
stereotyped queen (the ‘almost’ is impor­
tant). The other (played by Raul Julia) is an 
engagé journalist, his life devoted to The 
Struggle.
The queen tells the revolutionary the plot 
of a trashy romantic movie he claims he 
once saw. The revolutionary goes from 
rejecting the movie (which might have been 
made in France during the Nazi occupa­
tion) to accepting the surcease that it offers 
from an existence of pain and oppression. 
The queen goes from a life of dream 
escapism to a pointless but noble act of 
political sacrifice.
Yep, it’s The Purple Rose of Cairo for
the politically committed. Only it is both less 
and more than that. The film is as much 
about a straight male’s coming to terms 
with homosexuality as it is about the relation 
of movies to life, escape and politics.
The focus is on the queen, Molina, whom 
we see always as the other, the Not-Us. 
Radical politics, in the person of Valentin, 
the revolutionary, is taken for granted, 
internalized. Valentin stands in for us, and 
we are involved with him in watching 
Molina, understanding Molina, feeling with 
and for Molina.
The m ain  drag : W illiam  H u r t as M olin a , 
th e  s to r y te lle r  in H e c to r  B a b e n c o ’s  Kiss of 
the Spider Woman.
[Footnote for pedants: Valentin, who is 
from time to time represented in the film by 
a heart-shaped box of sweets, takes his 
name from the radical Christian saint, an 
early Roman martyr who used to visit the 
persecuted in prison. Luis Molina was a six­
teenth-century Spanish Jesuit heretic, who 
said that salvation could be achieved by 
simply accepting what life foists upon us. I 
don’t know what his sexual preferences 
were.]
Our watching of Molina is articulated as a 
process of recognition. Early shots 
emphasize his queerness, later ones his 
ordinariness. This strategy is in line with the 
ideology of the film as a whole, which 
places the strongest positive value on 
naturalism, neo-realism: the bits and pieces 
of everyday life. Family-of-Man stuff.
You can see that there might be some 
problem reconciling this attitude with a 
fantasy-is-good-for-you message. Molina’s 
movies are represented as the opposite of 
what is ordinary. (In them, for example, 
fascist oppressors may be admired and 
even loved.) And it is quite clear that we are 
meant to regard these fantasies positively 
as well. Indeed, Kiss of the Spider 
Woman ends, not with Molina’s sacrifice, 
but with the woman of Valentin’s dreams 
(Sonia Braga, who plays most of the 
women in this movie) taking him to the 
island of his dreams.
One way of dealing with the conflict here 
might have been to represent it as just that: 
conflict. Purple Rose goes a long way in 
that direction. But Spider Woman never 
allows its dreams to get out of hand, to mix 
in to ‘real life’. Instead, it places them care­
fully inside its characters; it psychologizes 
them. Dreams, it says, are good for us, 
because they can have good effects on the 
real world: they can ease the pain and they 
can create goals for which we will fight.
So, in the film, dreams become common­
place — inevitable excrescences of the 
mundane. And, make no mistake about it, 
what Molina relates to Valentin are dreams 
— fantasies — not movies. They come from 
inside his head, not from Hollywood or La 
Victorine.
I said Molina told one movie, but he 
actually makes a start on a second, and it is 
this one which is most obviously not a 
movie. It is also the one that gives the film 
we are watching its title. On an island, he 
tells Valentin, lives a beautiful Spider 
Woman, who is caught in the webs her 
body makes. One night, a man is cast up 
on the shore of her island. He awakens to 
find the Spider Woman leaning over him, a 
tear in her eye.
What have we here, if not a veritable fast 
lane to Molina’s unconscious? But then, so 
was the first one, which changed with the 
changes in Molina’s circumstances within 
the narrative. It seems that the ordinariness 
of this film extends beyond its surface neo­
realism to a deep conceptual banality that 
even De Sica might have shunned.
For all its posturing against oppression 
and its championing of gay rights, Kiss of 
the Spider Woman is a most respectable 
film. I don’t want to sell that quality short. Its 
respectability has already gained it 
audiences which a more outrageous effort 
would have turned away. And the people 
who see it will cry and feel that there are 
injustices abroad which we ought to take 
steps to correct. This is not a bad thing.
But I think of watching Juan Davila trans­
form himself into the Spider Woman for his 
and Rolando Caputo’s scruffy super-8 
version. All the danger, the lust, the venom 
he had sucked from the book — none of 
that is here.
Instead, William Hurt gives an Academy 
Award performance as Molina, but if he’s 
gay, you wouldn’t know it from this film. 
And we never see him transformed, never 
witness the apotheosis of identity upon 
which a drag queen risks her life night after 
night.
Finally, I think, Babenco’s film hadn’t the 
guts for drag. They couldn’t figure out a 
way to make us gasp instead of laugh, so 
they cut it out instead, figuring: who would 
miss it?
Well, I do.
Bill and Diane Routt
Kiss of the Spider Woman: Directed by 
Hector Babenco. Producer: David Weisman. 
Executive producer: Francisco Ramalho Jr. 
Screenplay: Leonard Schrader, based on the 
novel by Manuel Puig. Director of photo­
graphy: Radoifo Sanchez. Production design: 
Clovis Bueno. Editor: Mauro Alice. Music: John 
Neschling. Cast: William Hurt (Molina), Raul 
Julia (Valentin), Sonia Braga (Leni Lam- 
aison/Marta/Spider Woman), Jose Lewgoy 
(Warden), Nuno Leal Maia (Gabriel), Antonio 
Petrim (Clubfoot), Denise Dumont (Michelle), 
Milton Goncalves (Secret policeman), Patricio 
Bisso (Greta), Herson Capri (Werner), Nildon 
Parrente (Butler/Resistance leader). 
Production company: HB Filmes Ltda (Sao 
Paulo), in association with Sugarloaf Films Inc 
(Los Angeles). Distributor: Hoyts. 35mm. 119 
minutes. Brazil/USA. 1985.
Careful, she can’t 
hear you
THE STILL POINT
At a time when thoughtful films about the 
problems of teenagers are as scarce as 
westerns, The Still Point, a thoughtful film 
about the problems of a handicapped teen­
ager, presents itself as either a grand folly 
or an example of a tenacious belief that the 
Australian industry can still aim films of 
some social relevance at a young 
audience.
Simply put, the story concerns a few 
crucial months for fourteen-year-old Sarah 
(Nadine Garner), as she copes with the 
multiple problems of deafness, puberty, the 
guilt that her handicap has been respons­
ible for the dissolution of her parents’ 
marriage, and the growing attraction her 
mother, Barbara (Lyn Semmler), feels for 
Paul (Alex Menglet).
Ross Hunter may have found glorious 
possibilities here for a lush, emotional melo­
drama, but director Barbara Boyd-Ander­
son and writer/producer Rosa Colosimo 
have adopted a low-key, realistic approach. 
In fact, though, much of the film’s mise en 
scene uses visual means of expressing 
Sarah's place and self-image in the 
boundaries of her world that are not far 
removed from a Universal-International pro­
duction, circa 1955.
As in Mask, the revelation of Sarah’s 
problem is delayed as long as possible. We 
see her in the opening sequence having a 
quite normal dancing lesson, then prac­
tising alone. In early scenes at home, she 
seems isolated from Barbara, but this is 
attributable to Barbara’s preoccupation
with Paul. At school, her evident talent at 
drawing receives praise from her teacher 
and resentment from her classmates. The 
fact that she is deaf is not referred to until 
well into the film, though Sarah is evidently 
a very good lip-reader and her voice is only 
slightly abnormal. Indeed, the difficulties of 
her affliction are perhaps played down too 
much, and by comparison Amy Irving’s 
performance as a deaf girl in Voices (1979) 
is a little more convincing.
The rather well-written screenplay lucidly 
and objectively presents the viewer with 
Sarah’s accelerating dilemma. At a time 
when peer-acceptance is important, she is 
becoming isolated. She is turning to a world 
of private self-expression, represented by a 
mechanical dancer on a music box and the 
mirror in front of which she makes herself 
up. And she lacks support from and com­
munication with her mother, who in turn 
cannot commit herself to Paul.
A school-holiday visit to her grandfather 
(Robin Cuming) in Mount Martha thrusts 
Sarah into situations in which she must con­
front all her problems and make some posi­
tive resolutions. Her arrival there subtly 
reveals the manner in which handicapped 
people are repressed by well-meaning rela­
tives. She wears neat and sensible clothes, 
in contrast to the local teenagers, who 
perpetually loll around on the beach 
outside her grandfather’s house.
Grandfather gives her a pair of 
binoculars, and arranges safe pursuits like 
bird-watching. Barbara, arriving later, gives 
her a rather fussy-looking dress to wear to a 
neighbour’s party — which, of course, only 
emphasizes her apartness from her own 
age group.
Sarah is continually framed in isolation. In 
a particularly good sequence, she returns 
several times to peer through the window 
with her new binoculars at the group of 
local kids on the beach. They could be from 
another planet in their dress and behaviour; 
but Sarah, with her lip-reading, can prob­
ably catch their idle banter better than we 
can.
After the party, at which she faces the 
derision of some of these kids, Simone 
(Kirsty Grant) in particular, Sarah is be­
friended by Simone’s old flame, David 
(Steve Bastoni). Himself an outsider to his 
friends, being Italian and a university 
student, David finds it easy to relate to 
Sarah’s sensitivity, and protects her from 
Simone’s cruel remarks and pranks. He 
may take an unlikely amount of time to dis­
cover her deafness, but he has a catalytic 
role in mocking her unnecessary self-pity 
and helping her face the world realistically.
The problem with low-budget, modest- 
scope films like The Still Point is that, how­
ever good the director’s control of perform­
ances and basic camera technique, a lack 
of adventurousness tends to leave one with 
the impression that the film is nothing out of 
the ordinary. But The Still Point has things 
to say, and, apart from a few inadequacies 
(the Simone character seems far too old, for 
instance, and David’s intentions towards 
Sarah too vague), it conveys them quite 
well to a young audience.
The major criticism, however, must be of 
the insistent didactic tone that creeps in 
during the latter stages, with repeated 
scenes of David and others reiterating the 
basic message: It’s not nice to be nasty to 
people who are handicapped or in some 
minority group. It might have been a better 
tack to illustrate Sarah’s strength of charac­
ter in dealing with the pettiness of others.
It is hard to imagine an audience ready to 
beat down the doors of the first cinema to 
screen The Still Point: it falls too easily into 
the 'worthy but superfluous’ category for 
the mass public. Nevertheless, it deserves 
to find its audience, through whatever 
marketing strategy suits it best: it is, in fact, 
a more worthy film than numerous other 
(nameless) independent productions that 
fought for the limelight in the recent AFI 
Award screenings.
Mark Spratt
The Still Point: Directed by Barbara Boyd- 
Anderson. Produced by Rosa Colosimo.
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H a r d  o f  h earin g , b u t  h o p e fu lly  n o t  to o  
h a rd  to  see: N a d in e  G a rn e r  a s th e  h earin g -  
im p a ire d  Sarah  in The Still Point.
Screenplay: Rosa Colosimo and Barbara 
Boyd-Anderson. Director of photography: 
Kevin Anderson. Art director: Paddy Reardon. 
Editor: Peter Friedrich. Music: Pierre Pierre. 
Sound recordist: Geoffrey White. Cast: Nadine 
Garner (Sarah), Steve Bastoni (David), Lyn 
Semmler (Barbara), Alex Menglet (Paul), Kirsty 
Grant (Simone), Robin Cuming (Grandfather). 
Production company: Colosimo Film Produc­
tions. Distributor: Rosa Colosimo. 85 minutes. 
16 mm. Australia. 1985.
Per ardua ad aqua
TURTLE DIARY
Twenty years ago, when cinema was 
young again, Turtle Diary would probably 
have been French. Mutatis mutandi, it has 
all the trappings of a new wave film: a 
strong sense of place (here, London; there, 
almost invariably Paris) and a tendency to 
let the place and its trappings tell us about 
the people. What they say is somehow 
secondary. “ Le cinema,” wrote Jean-Luc 
Godard, at a time when Roland Barthes 
was still a columnist, “ est la mise en scene 
des objets” — cinema is about filming 
objects.
Filming objects may seem a strange way 
to describe a film with a screenplay by 
Harold Pinter, the English language's most 
distinctive wordsmith. But Pinter’s screen­
plays have always occupied a subtly 
different terrain to his plays. Like no other 
crossover writer, he has managed, in his 
screenwriting, to reformulate his key con­
cern — the inability of human beings to 
communicate directly, and the elaborate 
fencing to which they resort to disguise the
fact — from a word-based form into an 
image-based one. The Servant and 
Accident, his two great screenplays for 
Joseph Losey, provided the director with a 
launching pad that no other writer really 
gave him.
Turtle Diary is far from Losey territory, 
and it is as unmistakably English as Les 
400 coups (The 400 Blows) and A bout 
de souffle (Breathless) were intrinsically 
French — that is to say, it is about concrete 
rather than abstract things. But, through 
Russell Hoban’s deceptively gentle novel 
runs a definite undertow of non-com­
munication, backed up by a whiff of the sort 
of private obsession you find in Patricia 
Highsmith.
The two central characters, William (Ben 
Kingsley) and Neaera (Glenda Jackson), 
come together only for the 'story’: a loony, 
amateurish but spectacularly successful 
plot to liberate the giant turtles from the 
aquarium at London Zoo. They don’t talk 
about why — or, for that matter, about any­
thing much else. Indeed, had the chief 
keeper at the aquarium (Michael Gambon) 
not been (1) sympathetic to their plan and 
(2) a seasoned interpreter of Pinter — he 
cuts short William’s wildly circumlocutory 
attempt to sound him out with, “ I’m with 
you all the way. Have a beer!” — it is 
probable they would never have done it.
And, having done it, they have little 
further to say to one another: the film, like 
the novel, denies us the crass satisfaction of 
seeing them become ‘a couple’ (though the 
film does so rather more playfully). Instead, 
they meet one last time at the Zoo and, 
learning that the turtles have been replaced 
by baby ones that will take 20 years to 
grow, they end the film with the following 
classic exchange: “What about doing it 
again in 20 years’ time?” “Why not?” “ I’ll 
ring you nearer the time.” “ Cheerio, then."
When they are doing it, though — when 
turtles are to the fore — it is quite a different 
matter. Faced with the logistics of a 
decision that has somehow taken itself, put­
ting them both in the familiar condition of 
having, not to decide, but to cope, they 
buckle down and reveal themselves. Pack­
ing, shipping and dispatching three giant 
turtles each weighing the equivalent of a 
small armchair becomes a mere matter of 
organization. And both are organizers: it is 
their way of controlling a threatening world.
William is practical; he builds three 
superb turtle crates, is efficiently business­
like about hiring a van, but dangerously 
nervous about driving it. Neaera provides 
moral support, sandwiches, and reads the 
map with grim authority. Both, one cannot 
help noticing, have brought their wellies for 
the final wade down the beach to launch 
the amphibians into the ocean.
Director John Irvin, of whose last three 
films — The Dogs of War (1980), Ghost 
Story (1981) and Champions (1984) — 
only the first really showed the promise ful­
filled in Turtle Diary, responds to the 
material supplied to him by Pinter and his 
two perfectly cast stars with a light touch 
and an acute sense of detail.
Take, for instance, the scene on the way 
back to London, after the turtles have been 
launched: William and Neaera alone, in 
mid-shot, at a transport-cafe table; sauce 
bottles; sounds of pop radio off; gloom. The 
mood reflects and embraces the charac­
ters, who say very little. Crucial character­
building scenes like William’s night on the 
town with the girl from the bookshop 
(Harriet Walter) who wants to bed him are 
put together with the same attention to 
visual detail as is the scene of William and 
Neaera’s departure from London Zoo in the 
direction of Devon: the route they take from 
the Zoo to the M4 motorway is scrupulously 
correct, along all the right streets. In the 
end, these things matter: they speak of con­
fidence and texture, and respect for the 
story at hand.
So, too, do the characters on the film’s 
fringes, who demonstrate another Pinter 
skill: the sketching in of people via charac­
ter traits which suggest others, rather than 
ones which lead only to stereotype. Hence 
Eleanor Bron’s Miss Neap, the nervy Jady 
from Leeds, dinging onto sanity beneath 
her briskly manicured surface, takes 
William’s ‘Please Clean the Bath After Use’ 
notice as a personal affront, never once
Z o o  s to r y :  B en K in g s le y  a s W illia m  a n d  
G len d a  J a ck so n  as N e a e r a  o n  th e  beach  
w ith  o n e  o f  th e  l ib e r a te d  r e p tile s  in Turtle 
Diary.
imagining it could be directed at anyone 
but her; and Jeroen Krabbe's slobbishly 
aggressive Sandor (at whom the notice was 
directed) suddenly discloses, in his one 
scene with Miss Neap (the exact details of 
which it would be unfair to reveal), another, 
quite different side.
Turtle Diary is a film in which attention to 
detail is crucial. But it is not quite all, for the 
film is far more than just the sum of its parts. 
Like Renoir or the best of Truffaut, like 
Schlesinger’s A Kind of Loving or Ken 
Russell’s telemovie, Song of Summer — 
illustrious company indeed — it imbues the 
small actions of its ordinary characters with 
extra, unstressed resonances, making 
them emblems of a time and a culture.
A final point: Turtle Diary is very much a 
film, demonstrating once and for all that the 
difference between TV play and cinema film
— a rock on which much of the best recent 
British cinema, even the wonderful A 
Private Function, has foundered — is not 
a question of scale or even subject, but of 
sustaining an emotion. Turtle Diary does 
that effortlessly, requiring — and rewarding
— continuous attention throughout its 96 
minutes.
Nick Roddick
Turtle Diary: Directed by John Irvin. Pro­
ducer: Richard Johnson. Executive producer: 
Peter Snell. Screenplay: Harold Pinter, based 
on the novel by Russell Hoban. Director of 
photography: Peter Hannan. Production 
designer: Leo Austin. Editor: Peter Tanner. 
Sound recordist: David Hildyard. Cast: Glenda 
Jackson (Neaera Duncan), Ben Kingsley 
(William Snow), Harriet Walker (Harriet), 
Michael Gambon (George), Jeroen Krabbe 
(Sandor), Rosemary Leach (Mrs inchdiff), 
Eleanor Bron (Miss Neap). Production com­
pany: United British Artists. Distributor: Hoyts. 
96 minutes. 35 mm. Britain. 1985.
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The Bride is a beautifully assembled film 
which comes across as a romanticized ver­
sion of the original, less intent on frightening 
its audience than on entertaining them in as 
many ways as possible.
Thus the impressive locations, the beauty 
and elegance of Eva (Jennifer Beals) and 
the suavity of Doctor Frankenstein (Sting), 
all provide director Franc Roddam with 
ways of extending the limited horizons of 
the original version.
Rinaido (David Rappaport), for example, 
the humorous midget with the heart of a 
giant, helps emotionalize Viktor (Clancy 
Brown) by respecting him (after the 
monster has been rejected by Eva and the 
Doctor), bringing warmth and humour into 
what could have been another remake of 
The Bride of Frankenstein.
But the thunder and lightning, the grue­
some laboratory and the electric charge 
that brings the creatures to life are there to 
satisfy the thrill-seekers, and those inter­
ested in beheaded corpses (clearly visible 
in Doctor Frankenstein’s laboratory) will not 
be disappointed.
The Bride's ambition, in fact, is to be a 
film for all seasons, appealing as much to 
Flashdance enthusiasts as horror-movie 
devotees. The danger, however, clearly 
indicated by its poor box-office perform­
ance, is that the two audiences are mutually 
exclusive.
Linda Malcolm
More Floilywood than most American inde­
pendents, but a great deal more ‘East 
Coast’ than the movie brats, Henry Jaglom 
has always been something of a contradic­
tion in American cinema: a director who 
makes highly personal, low-budget films 
with stars (or at any rate known actors) in 
the lead roles.
Can She Bake a Cherry Pie? is no
exception, though it is lighter than Tracks 
(1977) and more accessible than Sitting 
Ducks (1980). But it is certainly low-budget, 
shot on location in New York with a minimal 
crew; and it is extremely personal, drawing 
both on Jaglom’s own relationships, and on 
Karen Black’s zanily (and abrasively) un­
predictable personality.
Eli, played by Jaglom’s brother, Michael 
Emil (the Professor in insignificance), is a 
divorce who meets up with Karen Black’s 
Zee, recently abandoned by her husband. 
And their relationship — briefly threatened 
by a pigeon-fancying actor called Larry 
(Michael Margotta)-holds the film together 
like an arabesque: graceful, complex and 
complete. And wonderfully, refreshingly 
funny.
The reason Cherry Pie works so well, 
though — making it one of the most 
engaging American comedies of the 
eighties — is to be found precisely in its 
personal origins. It is a kind of exorcism of 
misery and lonelines through humour, 
examining suffering from a calculatedly wry 
distance, so that the bizzare behaviour we 
all resort to in extremis becomes both 
touching and ridiculous.
Nick Roddick
There is a lightness of touch and a subtlety 
about Choose Me that is the ideal comple­
ment to its wistful and tentatively optimistic 
sketch of fragile human relationships.
Set in and around Eve’s Bar — read‘uni­
versal meeting place' — it is a portrait of 
characters in transition and awkwardly 
seeking alternatives.
As it weaves together the lives of an 
endearing and eccentric central trio of 
characters — the bar’s owner, Eve (Lesley 
Ann Warren), her flatmate, Nancy 
(Genevieve Bujold) and the enigmatic 
Mickey (Keith Carradine) — the film is 
euphoric in its moments of joy and poignant 
in its evocation of a sense of despair.
In this parade of misunderstandings and 
mis-timings, the dominant motif is the tele­
phone, a constant symbol of strained com­
munications between the characters who 
are privately debating the differences 
between love and sex with the aim of 
alleviating loneliness.
Depicting no harmonious relationships — 
and a series of lives fraught with longing, 
confusion and dismay — Choose Me's 
eventual union of the couple is one that 
clings to hope but acknowledges its 
precariousness.
Director Alan Rudolph has created a 
finely tuned, moving and absorbing vision: 
delicate and potent in its depiction of rela­
tionships, it lends itself, as a number of 
critics have noted, to comparisons with 
Demy and La Ronde.
DebiEnker
The Hoyts-Edgley alumni haven’t had 
much luck so far in their overseas excur­
sions; George (Snowy River) Miller's The 
Aviator, co-starring Christopher Reeve and 
Rosanna Arquette,, seems to have sunk 
without trace, and Simon Wincer’s 
D.A.R.Y.L. was one of the flops of the US 
summer.
Fox-Columbia still has hopes for it in Aus­
tralia,though, and the company is giving it a 
prime Christmas release. It’s a youth- 
oriented sci-fi thriller (yes, another) in which 
a mysterious ten-year-old boy appears from 
nowhere and is adopted by a pleasant 
couple (Mary Beth Hurt and Michael 
McKean), who quickly discover the lad, 
called Daryl (Barret Oliver), is some kind of 
genius.
Indeed, Daryl is a great achiever at 
everything to which he applies himself, 
including little-league baseball. The solution 
is not hard to fathom (the ads give it away in 
any case): Daryl is a robot, manufactured 
by a brilliant scientist (Josef Sommer) for 
use by the military.
The trouble is that, in his unaccustomed 
home environment, Daryl experiences 
Love, and finds himself able to return the 
emotion.
The film is divided neatly into halves. In 
the first, Daryl demonstrates his super­
human skills to his adoptive parents,and in 
the second, he is returned to the scientific 
establishment that produced him and is 
ordered to be destroyed by one of those 
overdrawn, fascist American generals (Ron 
Frazier) that crop up in films of this kind.
D.A.R.Y.L. is competently put together, 
moderately entertaining, and instantly for­
gettable; and the complexities of its inter­
national distribution are responsible for the 
fact that the first image we see after the 
Columbia trademark is superimposed with 
the legend: ‘Paramount Pictures presents’.
David Stratton
Eschewing the caustic black humour of 
Gremlins and the ‘It’s a Good Life’ episode 
of Twilight Zone: The Movie, Joe Dante’s 
Explorers has more of the gentle wonder 
of Disneyland than the horror/comedy that 
has become his forte.
The film traces the fantastic antics of a trio
C o m m u n ica tio n  b re a k d o w n : E v e  (L es ley  
A n n  W arren) se e k s  a d v ic e  f r o m  th e  ta lk ­
b a c k  ra d io  th e ra p is t, D r  L o v e , in Choose 
Me.
of boys from Charles M. Jones Junior High 
— bespectacled whiz-kid Wolfgang (River 
Phoenix), all-American boy-next-door Ben 
(Ethan Hawke) and slightly hard-bitten 
tough guy Darren (Jason Presson) — who 
successfully build and launch a space craft.
Sticking closely to his persistent assertion 
that TV and comics form the pulse of 
popular culture, Dante launches his 
pioneers and their ship (eventually called 
‘Thunder Road', as an ode to Bruce Spring­
steen, once ‘Jules Verne’ and ‘Einstein’ 
have been rejected) into space to make 
contact with the aliens, as an adult looks 
wistfully on.
As in Gremlins and Twilight Zone, Dante 
is at his best — witty, inventive and wonder­
fully entertaining — when the plot can be 
submerged in order to orchestrate a 
sequence that is bursting with the un­
expected. As a result, the film’s high points, 
including a glorious encounter with Them, 
are dynamic, and the bits required to link 
them together can be a bit mundane.
However, when the director is at his best, 
lovingly toying with memories of Mr Ed, 
Bugs Bunny and Bilko amid the exotic 
locales of Boys Own Adventures, he can 
create some magical moments.
DebiEnker
Forget Mozart (Vergesst Mozart) is a
West German/Czech spin-off of Peter 
Shaffer’s play, Amadeus. The key words 
must be timely marketing for, as a piece of 
filmmaking, it is as tacky and uninspired as 
they come.
Gathered around Mozart’s death-bed, 
the principal members of the court begin
piecing together the fragments of his life, 
thus initiating the numerous flashbacks that 
constitute the film’s action. As in the film of 
Amadeus, the focus seems to be less on 
handing down the ultimate theory of how 
Mozart died, than on simply creating good 
drama out of the composer’s life. Forget 
Mozart, however, wavers between a tradi­
tional whodunnit, right down to a Poirot 
character, and a Citizen Kane-like search 
for ‘Rosebud’, the secret that is the key to 
his ambiguous yet illustrious life.
Unfortunately, little is revealed. The com­
poser’s life as portrayed in the film is a text­
book biography: clinical and singularly 
lacking In sympathetic qualities. The film’s 
episodic structure — Mozart the freemason; 
Mozart the alcoholic — is plodding and 
stodgy. But, worst of all, there is only one 
scene, during the performance of ‘The 
Magic Flute’, in which the film’s original 
premise sees light: that Mozart, through his 
music, had a ‘supernatural’ effect on 
others, and is therefore worthy of examina­
tion.
Filmed almost entirely in close-up, pre­
sumably because of the inadequacy of the 
sets (whenever a window is seen, its view is 
‘hidden’ by fog), and directed by Slavo 
Luther, this studio-bound production is 
moodless and consistently non­
atmospheric.
Like Amadeus, Forget Mozart manages 
to feature the quintessential image of the 
‘masked messenger'; here, however, it 
looks like something out of Zorro.
Paul Kalina
Had Helma Sanders-Brahms’s The Future 
of Emily (L’avenir d’Emilie) been made in 
purely conventional terms, it probably 
would have run half an hour and been far 
less interesting. But, rather than treat its 
domestic drama by means of a narrowly
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focussed narrative, the film is far more con­
cerned with constructing complex and 
subtle dramatic textures.
Its simple basis involves a ritual visit by a 
famous film actress, Isabella (Brigitte 
Fossey), to her parents (Hildegarde Knef 
and Ivan Desny), who care for her daugh­
ter, Emily (Camille Raymond), while she 
works.
The first hour of the film creates a detailed 
portrait of each character and the (often 
paradoxical) relationships they have with 
each other, but without much apparent 
intention of signalling which way the story 
will go.
It is only well into it that a dominant theme 
of child-neglect emerges, but this is under­
laid by a subtly drawn mosaic of character 
detail which adds resonance to the basic 
premise. Its major flaw, however, is that, 
although it is always dramatically involving, 
it is never actually moving.
The cinematography is appropriately 
intimate and personal, with the emphasis 
on faces and expressions, though there is 
some unnecessary symbolism which gives 
the drama a forced feel at odds with the 
style of the rest of the film.
Jim Schembri
The plot of F rig h t N ig h t involves a re­
cycling of the boy-who-cried-wolf routine. A 
vampire moves in next door to a nerdish 
teenager Charlie (William Rogsdale). The 
reason we know he is a nerd is that he pays 
more attention to late-night horror movies 
on television than to his girlfriend's amorous 
advances.
The local community, as usual, isn’t hip to 
vampirism, and treats Charlie with disdain. 
Ironically, his only real ally is an initially 
reluctant Peter Vincent (Roddy McDowall), 
a washed up star now reduced to being a 
campy TV horror emcee.
Director/screenwriter Tom Holland, who 
previously penned Class of 1984, Psycho II 
and Cloak and Dagger, respects the his­
torical archetypes of the vampire genre 
(garlic, wooden stakes, coffins, aversion to 
daylight, non-reflection in mirrors, etc), and 
mercifully steers clear of overt parody of the 
Love at First Bite variety.
Jerry Dandridge (Chris Sarandon) is a 
stylish vampire dressed in a full-length 
leather cape, who presents a convincing 
image of virility and potent menace, while 
the screenplay, in a possible nod to Polan­
ski's The Fearless Vampire Killers, coyly 
hints that Jerry' is involved in a bisexual rela­
tionship with his roommate.
As is now the prevailing custom with 
these excursions into the fantastic, the audi­
ence is treated to a cathartic denouement in 
which various characters undergo 
elaborate bodily transformations and 
special-effects-induced metamorphoses.
In contrast to Polanski’s film, the links 
between sexuality and vampirism are 
somewhat fudged in a narrative which 
begins and ends with Charlie in his bed­
room, as the television set blares out horror 
movies and the compliant girlfriend blares 
out her own unanswered signals.
Paul Harris
Director Anthony Mann found his feet in a 
series of crisp thrillers like Border Incident 
(1949), and embraced with open arms the 
challenge of some unusually rigorous 
westerns, like Winchester 73 (1950) and 
The Naked Spur (1952). However, it should 
also be remembered that he cut his teeth 
on a batch of forgotten musicals such as 
Bamboo Blonde (1946), and it was to this 
genre he returned with immense commer­
cial success in his stylish, smooth-as-silk 
1954 biography, T h e  G len n  M ille r Story . 
That it holds up so well thirty years later is 
the result of the rapport struck between 
Mann and his star, James Stewart, with 
whom he made eight films.
Stewart imbues the role of Glenn Miller 
with a skilful blend of the wholesome charm 
he’d perfected in his Capra films, and the 
darker suggestions of driven men that the 
films for Mann and Hitchcock found in his 
persona. “You think I’m kind of rudderless
. . . But I’m not. I know exactly what I want 
to do,” he tells the mid-western girl whose 
solid, stable,middle-class home he invades. 
There is nothing very ‘dark’ about Miller, 
but Stewart’s effortlessly assured, utterly 
natural playing gives the film a dramatic 
core denied to, say, George Sidney’s The 
Eddie Duchin Story (1956).
Between them, Mann and Stewart create 
a firm enough framework on which to hang 
a generous series of vintage Miller arrange­
ments. Sometimes, the screenplay (by 
Valentine Davis) seems to be manufactur­
ing drama from a life short on it; but its 
efforts make coherence out of what might 
have been merely episodic, and the sadly 
inconclusive ending to Miller’s life is made 
moving despite the diabetic threat of June 
Allyson as the sorrowing Mrs Miller.
Brian McFarlane
H eart L ike  a W h e e l effectively detours the 
obstacle of being a bio-pic that is obliged to 
serve up an edifying ending. Its elliptical 
style — initially puzzling as it seems to glide 
too quickly over significant information — 
effectively re-orders the traditional priorities, 
shifting the film's emphasis from celebration 
to examination.
Director Jonathan Kaplan and screen­
writer Ken Friedman continually suggest 
that the film’s central concern is not the rise 
of Shirley Muldowney (Bonnie Bedalia) to 
prominence and dominance in the male 
domain of car racing. In one instance, they 
completely omit any visual information on a 
pivotal race, preferring to ponder on the 
dubious rewards of celebrity as Shirley 
endures the patter of a TV chef (gleefully 
played by Paul Bartel) and refers to the race 
results in an aside.
Sensibly acknowledging that a succes­
sion of race-track victories will quickly 
cease to pack any emotional clout, Kaplan 
shifts the focus to the implications of 
Shirley’s talent and success, both for her­
self and those around her.
Economically evoking the milieu of small­
town middle America, Kaplan only occa­
sionally resorts to the obvious: the sceptical 
track officials, the juxtaposition to Billie Jean 
King beating Bobby Riggs in the Battle of 
the Sexes.
Generally, however, it is a thoughtful and 
gratifyingly understated film, featuring
quietly compelling performances from 
Bedalia, Leo Rossi as Shirley’s husband, 
Jack, and Beau Bridges as the affable 
philanderer, Connie Kalitta. ,. _ .
As a fantasy/comedy/drama along the lines 
of Back To the Future (whose premise it 
appears to reverse, although the produc­
tion dates suggest that any resemblance is 
unintentional), T h e  H e a v e n ly  K id has an 
unfortunate tendency to miss its comic and 
dramatic marks, even when they are clearly 
within its reach.
Bobby Fontana (Lewis Smith), killed in a 
drag race (a la Rebel Without a Cause) in 
the early sixties, is sent to the present by 
God to redeem himself. His method of 
doing this is to instill confidence in a 
teenage pushover, Lenny Barnes (Jason 
Gedrick), who turns out to be his son.
Much of the film’s comic potential unfor­
tunately remains just that, however, due to 
a lack of directorial energy and a pair of 
lacklustre performances from the leads. 
Many scenes conspicuously lack the 
humour they should have generated, and 
too often leave one with a slight smile 
instead of a good laugh.
Surprisingly though, the dramatic 
developments later in the film work much 
better and build nicely, if a little slowly, to a 
mildly satisfying climax, in which Lenny 
almost buys it in the same way Bobby did.
Jim Schembri
If T h e  H o lcro ft C o ve n a n t does nothing 
else, it should stop people making films out 
of Robert Ludlum’s portentous and over­
plotted thrillers.
Although the story has been pared down, 
the characters telescoped and the locations 
rationalized, the notion of a trust fund set up 
in a Swiss bank in the dying days of the 
Third Reich is never remotely convincing. 
Now amounting to $4.5 billion, the 
Covenant — everything in Ludlum bears 
that kind of label — will be used for good 
(by Michael Caine) or evil (everyone else), 
depending on who survives the finale.
The resulting film is mainly either incom­
prehensible plot information, or car chases
C r o s s e d  w ires: L in d s a y  D u n ca n  a s  S a lly  in 
Loose Connections.
and shoot-outs — barring, that is, three dis­
cordant jokes which one assumes are 
George Axelrod’s only contribution to the 
screenplay (he shares credit — if that is the 
word — with Edward Anhalt and John 
Hopkins).
The saddest thing about this murky, over­
priced farago is that it seems to indicate that 
John Frankenheimer, whom success has 
consistently eluded since the mid-sixties, 
has stopped trying: except for three self­
consciously apocalyptic moments (one at 
the beginning, one in the middle and one at 
the end), the direction is, at best, 
pedestrian, at worst, inept.
Of the semi-stellar cast, only veterans like 
Michael Caine, as the hapless Holcroft, 
drawn into this world of moral cops-and- 
robbers against his will, Mario Adorf as a 
campy conductor, and the lugubrious 
Michael Lonsdale as a Swiss banker, sur­
vive with anything approaching honour. 
Victoria Tennant and Anthony Andrews 
flounder embarrassingly.
Nick Roddick
Parisian theatre director Patrice Chereau 
made opera history a few years ago with his 
world premiere production of the new, 
complete edition of Berg’s Lulu and there is 
a touch of similar sexual fatalism about his 
third film, L ’ h o m m e  b le s s é  (T h e  
W o u n d ed  M an). The strictly sub-Fass­
binder story is spread very thin, however.
Set in the gay underworld of a French 
provincial town, the film traces the 
rampant obsession which Henri (Jean- 
Hugues Anglade), a pretty eighteen-year- 
old boy, develops for Jean (Vittorio Mezzo­
giorno, the second of Rosi’s Three 
Brothers), a macho hustler who tries to kid 
himself he's straight.
Henri’s cloying family environment is 
finely drawn, as is the film’s homophile 
ambience of railway station, fairground and 
gay club. And there is a strong per­
formance from Roland Bertin as the sad 
auntie who grudgingly allows Henri to vent 
his passion on Jean.
But, ultimately, the film is only as interest­
ing as Henri’s obsession, which becomes 
monotonously all-embracing. The inevitable 
comparison with the work of Genet only 
shows up the second-rate, boy-scout per­
spective of L'homme blessé's quasi-ritual­
istic gambits. Had it been a film about 
heterosexual passion, it would have been a 
dead bore.
Tony Mitchell
Although it chooses to play out its battles of 
sex, class and politics in the form of a road 
movie — apparently intended to suggest 
the forward movement of the protagonists 
— Loo se  C o n n e c tio n s  is remarkably 
static. In fact, its prolonged and largely 
feckless sparring over feminism in par­
ticular might have been better suited to a 
polite but ineffectual after-dinner conversa­
tion.
Uniting an archetypal odd couple —an 
intellectual middle-class feminist called Sally 
(Lindsay Duncan) and a resourceful, 
working-class football fan, Harry (Stephen 
Rea) — the film offers pleasant scenery on 
the drive from London to Munich, and a 
mildly engaging portrayal of Sally and 
Harry’s rocky path from mistrust and 
mayhem to understanding and tolerance.
Lindsay Duncan and Stephen Rea 
deliver spirited performances that go some 
way towards neutralizing the creeping cute­
ness, but finally the film lacks both visual 
and verbal wit. Instead of developing a 
gently blossoming relationship, Loose 
Connections issues a gush of predictable 
slogans and cliches.
While director Richard Eyre was able to 
pinpoint and expose the nuances that 
generate ambivalent but engrossing 
characters in The Ploughman’s Lunch, 
Loose Connections opts for a broad canvas 
that ignores the lucid detail that can create 
a satisfying whole.
Debt Enker
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Albert Brooks is, as far as I know, an 
unknown auteur for Australians. Neither of 
his two pictures, Real Life (1975) or Modern 
Romance (1981),have been screened here.
L o s t in  A m e r ic a  contains some 
trenchant humour about the contemporary 
Californian yuppy, a role that Brooks plays 
himself to perfection. He is a successful ad 
man poised on the brink of promotion, and 
buying a new house and car on the 
strength of it. But, instead of the expected 
elevation, his boss blandly informs him he is 
to be moved sideways — to New York.
This sequence alone is worth the price of 
admission: Brooks’s growing horror as it 
dawns on him that he is expected to 
relocate from sunny California to the 
dubious delights of New York City is beauti­
fully timed and is, incidentally, a neat 
reversal of Woody Allen's jokes about LA in 
Annie Hall.
There are other good scenes in Lost in 
America. Brooks persuades his wife (Julie 
Haggarty) to quit her well-paid job and join 
him on an absurdly optimistic trip to 
discover the ‘real America’ (his favourite 
movie is Easy Rider). They stop over in Las 
Vegas, where Haggarty compulsively 
gambles away all their money, and Brooks 
engages in a splendidly absurd interview 
with the Casino Manager (Garry Marshall) 
on the advantages of paying the money 
back.
But, ultimately, the film rather fizzles out. 
The ending is abrupt and unmotivated, the 
conclusion facile. Yet Lost in America 
confirms that Albert Brooks is a gifted 
modern satirist and, uneven as it may be, 
his latest film is unusually intelligent and 
frequently very funny.
David Stratton
With few exceptions, the cinema has had 
little success with biographical material. 
Generic conventions give form to an indivi­
dual’s life on screen, and it is the logic of 
drama, not of life, which is underscored.
A film like M ish im a understands this 
difference full well: it could not but do other­
wise, given that its subject would, in any 
event, force such knowledge on a film­
maker. Thus, we can be grateful that 
director and co-writer Paul Schrader has 
side-stepped the traditional form of the 
Hollywood bio-pic, finding in its place a 
more modernist structural narrative — ‘A 
life in Four Chapters’.
The four chapters are, in fact, what the 
film believes to be the principal paradigms 
to be found in Mishima’s life — Beauty, Art, 
Action, and Harmony of Pen & Sword. 
Each of the first three paradigms are given 
thematic underpinning, through the rep­
resentation of three fictional stories: ‘The 
Temple of the Golden Pavilion’, ‘Kyoko’s 
House’, and ‘Runaway Horses’.
The film renders the ideal of parallelism 
between Mishima’s life and his art well 
enough. But, while thematic connections 
are made, the mise en scene strives for 
representational difference between ‘art’ 
and (screen) ‘life’. For example, all the fic­
tional stories are rendered in abstract, 
theatrical and highly artificial mode, as a 
contrast to the 'filmic quality’ of reality in the 
contemporary sequences of the film.
And, while one must acknowledge the 
degree of inventiveness the film does have, 
its little experiments with form and mise en 
scene are not enough to make it a sig­
nificantly rewarding experience.
Rolando Caputo
Like The Three Musketeers (1974), M orons  
from  O u te r S p ace scores such points as it 
can around the edges of the board, and 
very few near the bull. The comparison may 
seem forced, but it does, in fact, have a 
rationale, since the two films share a 
production designer in Brian Eatwell.
And, if the latest film comedy from the 
new generation of British TV comics (in this 
case, Not the Nine O’clock News’s Mel 
Smith and Griff Rhys Jones) lacks the scale 
and ambition of Dick Lester’s movie, it 
affords one or two of the same pleasures.
Take the opening: a ponderous voice
over, a massively cliched special effect of a 
space ship passing . . . then a long, long 
chain towing a dilapidated caravan, 
complete with nodding dog in the rear 
window.
Back in the spacecraft, the interior and its 
occupants are clad in hideous approxima­
tions of suburban good taste: pink, fluffy 
acrylics, terra cotta ducks and shag-pile 
rugs. The steering wheel is covered in one 
of those fake fur gloves beloved of the K- 
mart Christmas catalogue.
After that, though, the chuckles are few 
and far between, as the aliens crash-land 
on a British motorway, are interrogated, 
escape and (how inventive can you get?) 
become punk rock stars.
Jimmy Nail, the discovery of the TV 
series, Auf Wiedersehen, Pet turns in the 
best performance, as an extraterrestrial 
only here for the beer, and the comic 
talents of Griff Rhys Jones are wasted in the 
role of a callow cub reporter turned rock 
impresario. He has no one but himself to 
blame, however, since he co-wrote the 
script.
Nick Roddick
The fact that Claude Zidi’s comedy M y  
N ew  P artn er (Les R ipoux) was voted 
Most Popular Film (beating Marlene 
Gorris’s Broken Mirrors) at this year's 
Sydney Film Festival is more a reflection of 
the festival goers’ middle-of-the-road taste 
than any unusual merit in this stylish, senti­
mental and somewhat sexist cop flick.
No doubt its scenes of police corruption 
(/ripoux is reverse slang for ‘corrupt’ — 
pourri in French) struck a chord, and the 
film could be seen as a kind of comic 
Scales of Justice without the social 
conscience.
A measureof Phillipe Noiret’s outstanding 
performance is provided by the way he 
manages to turn the ageing flic, René, into 
a sympathetic fellow who simply wants his 
version of the Parisian dream: a bar, a race­
horse and a retired whore (in that order).
He is counterbalanced by Thierry 
LHermitte, an Anthony Perkins lookalike, 
who plays the new partner, François, 
starting out green but rapidly outstripping 
his veteran mate in criminal capers.
Superbly cast, funny and full of neat set 
pieces and sight gags, Les Ripoux is slick 
and street-wise, and no doubt set out to be 
satirical in contrasting pithy neighbourhood 
chaos with large-scale organized crime.
The result is a cut above Police Academy 
or even Beverly Hills Cop, but not much 
better than 48 HRS.
Tony Mitchell
In George A. Romero’s classic horror 
movie, Night of the Living Dead (1968), 
resurrected corpses roamed a small corner 
of Pennsylvania; in its sequel, Dawn of the 
Dead (1979), they took over most of the 
eastern seaboard; in his third movie in the 
series, Day of the Dead, released in the US 
in July, they have taken over the world.
In Dan O’Bannon’s spoof, T h e  R eturn  
of th e  L iving Dead, on which Night of the 
Living Dead writer John Russo gets a co­
story credit, the undead’s main aim seems 
to be to party, pausing only to gobble up as 
many human brains as they can (which 
they do by munching in from the top of the 
head, as though consuming a particularly 
large and messy peach).
As a spoof, the film scores a lot more 
often than other recent cheapies like 
Ghoulies. And — crucial to the success of a 
horror spoof — it delivers the gory goods 
with as much relish as any serious genre 
piece.
O’Bannon, whose writing credits include 
Dark Star (1974) and Alien (1979), reveals a 
nice eye for detail in his story of a mass 
outbreak of zombies, whose main targets 
are a bunch of kids, an embalmer and any 
paramedic foolish enough to answer the 
call for ambulances the undead manage to 
send out over their first victim’s radio.
And, for once, the current mania for 
redoing B-pictures pays off, satisfyingly if 
not earth-shatteringly, bringing back a
mixture of seriousness and style that 
seemed to have disappeared with the old 
Universal-International logo.
Nick Roddick
Since the days of Superman the Movie 
(1978), the films produced by the Salkinds 
have steadily lowered their sights, at any 
rate as far as age-range is concerned. With 
Santa  C laus T h e  M ovie, the target 
audience seems to be about eight — which 
makes the $50-million budget somewhat 
surprising.
The film is . . . well, OK, especially for 
those who are easily moved by puppy dogs 
and the warm glow of windows outside 
which starving urchins longingly linger. It is, 
in fact, a Christmas movie of a somewhat 
old-fashioned kind, which soon abandons 
the promise of its opening (to tell the ‘true’ 
story of Father Christmas), and settles into a 
winsome tale of naughty elves, wicked toy 
manufacturers, and a little poor boy (Chris­
tian Fitzpatrick, as the urchin referred to 
above) and a little rich girl (Carrie Kei Heim, 
behind the aforementioned window).
The polar toy factory is a massively 
pleasing construction, full of the sorts of 
wooden machines one associates with 
eastern European exports; the flying 
scenes are appropriately impressive; and 
David Huddleston makes a cuddly Santa.
But the film as a whole — even, I would 
have thought, for eight-year-olds — badly 
needs a bit of badness. It might have been 
provided by the Dudley Moore character, 
Patch (and apparently was, before Moore, 
worried about his ‘image’, refused to play 
it). As it is, the only party-pooper is the 
delectable John Lithgow as B.Z., the 
unscrupulous toy manufacturer — wonder­
fully villainous, but scandalously underused 
representing avarice, cunning and all the 
crucial Scrooge-like qualities.
Nick Roddick
Made in black and white on what appears 
to be a shoestring budget (with a number of 
crew members credited for no less than 
three separate functions), S cream p lay  is a 
generally lively pastiche of thirties horror, 
coupled with an eighties desire to rework 
genre.
Writer/producer/director Rufus B. Seder 
casts himself as Edgar Allan, a maniacal 
young man who goes Hollywood in the 
hope of penning an inspired horror 
screenplay.
As he suffers in his quest — residing in 
the storage room of a marvellously expres- 
sionistic apartment block — he method­
ically devises gruesome deaths for the 
other, equally eccentric tenants. When his 
script is stolen and the fictionalized murders
Young, gifted and dead: Tom Matthews 
and Beverly Randolph in T h e R eturn  o f  the
begin to occur with some rapidity, Scream- 
play also starts to toy with a mildly 
committed foray into the whodunnit.
With obvious relish in its B-grade tacki­
ness, the film combines the production 
design style of The Cabinet of Dr Caligari, 
with bits of Dr Jekyll and Mr Hyde, 
Nosferatu and a myriad other horror 
staples, and also injects some Mel Brooks­
style humour.
The result is an uneven but periodically 
hilarious film with a design that is quite 
surreal.
Debi Enker
On 27 November 1978, Mayor George 
Moscone and Harvey Milk, an outspoken 
gay political activist who had recently been 
elected to San Francisco’s board of super­
visors, were shot dead by fellow supervisor 
Dan White. The extraordinary events 
leading up to this tragedy and the scan­
dalous trial that followed are the basis of the 
compelling documentary, T h e  T im e s  of 
H arvey M ilk.
At the time, San Francisco was 
conducting a unique experiment in social 
freedom. Under progressive Mayor 
Moscone, a board of supervisors was 
elected; Milk, an advocate not just for gay 
rights but for senior citizens, rank-and-file 
unionists and ethnic minorities, was elected 
along with a Chinese American, a feminist, 
a black woman and, representing another 
breed of ‘grass roots’ politics, Dan White.
White, a former fire chief and proponent 
of ‘old-fashioned values’, aligned himself 
with fundamentalist groups and was the 
sole dissident among the board of super­
visors to the Gay Rights Bill. Proposition Six, 
which would have denied homosexuals 
their jobs teaching in public schools, 
brought Milk and White to the fore; several 
days after the motion was overwhelmingly 
rejected, White retired. The following week, 
re-claiming his seat, he murdered Moscone 
and Milk.
The film, by Robert Epstein and Richard 
Schmiechen and narrated by Harvey Fier­
stein (Torch Song Trilogy) brilliantly incor­
porates its many themes in the central story 
of Harvey Milk. Made up of TV news 
reports, interviews, snapshots and stock 
footage, it is a vivid patchwork of both 
Milk’s career, and the wider context of the 
times that produced these exceptional 
events.
In this way, it avoids simplifying its issue 
into personal heroics and martyrdom; it 
guides the viewer, with a tone that is 
emotive and persuasive, though never 
dogmatic, to the thrust of what people like 
Milk and White were on about. For, ulti­
mately, both men, democratically elected 
members of a ‘libertarian’ system, merely 
represented violently opposed values in 
American society.
Paul Kalina
L iving D ead .
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One knows from his 1972 version of A 
Doll’s House that Joseph Losey could take 
a set-bound realist stage drama and make 
a cinematically fluent film out of it. But 
S te a m in g , his last film, resolutely resists 
the transition.
Some of the film’s faults are the faults of 
Nell Dunn’s play, indiscriminately trans­
ferred from stage to screen: the women’s 
bath-house and the fight to maintain it as an 
awkward rallying point for sisterhood; the 
improbable cross-sectionalism of the clien­
tele; the over-simplification of the feminist 
issues; its kindly but dated and curiously 
insulated sense of the lives it portrays.
However, if Steaming was never much of 
a play (it came too late to be either impor­
tant or shocking), the film’s faults must also 
be laid at Losey’s door. It is unbearably 
talky in all the wrong ways: the dialogue has 
that complete, shaped feel to it that can 
sound like naturalism in the artifice of a 
stage setting. And it goes stiffly rhetorical in 
the face of film’s superior realism which 
needs to make us overhear, rather than 
listen to, dialogue.
Further, each player in turn gets a 
chance to deliver a set piece, as if aware 
that this is her aria. Sometimes, the camera 
stays on her as she does so, as if to under­
line its significance; sometimes it tracks on a 
soliloquy. Either way, the theatricality is 
wholly damaging; and the groupings of 
women, too, often have an arranged look 
that belongs to the stage rather than the 
screen.
The film is also over-cast: Vanessa 
Redgrave, Sarah Miles and Diana Dors 
have presences too powerful for the 
necessary ensemble playing, so that Patti 
Love, as the working-class Josie, has to 
‘act’ too strenuously to match them.
Not all Losey’s graceful camerawork — 
and the eye is often struck by a fluid move­
ment — or his command of the physical 
aspects of the mise en scene can disguise 
the film’s oppressively theatrical origins. It is 
sad to remember how he once made such 
virtues organic in, say, The Servant.
Brian McFariane
Fantasy figure: Kelly Le Brock swaps the 
red dress fo r  an apron and mop in W eird  
S cien ce.
At the beginning of V iva  la v ie , the film’s 
director Claude Lelouch, appearing on a 
radio programme, implores audiences not 
to give away the film’s ending to their 
friends.
Lelouch and audiences, however, can 
rest easy. Whatever the vital secret is, it is 
so hidden in this uninvolving and vague 
film, that one begins to suspect that the plea 
is a pithy excuse for the film’s vacuousness. 
Similarly, when a character states early in 
the film that Spielberg tells stories, Fellini 
doesn't tell stories, and Godard shows how 
to tell stories, it’s really a warning for what’s 
(not) coming.
The absurd story revolves around the 
unexplained mystery of two people who 
have disappeared. Woven into an E.T.-like 
story of earthlings’ brains being tampered 
with, are forays into themes as numerous 
and far-flung as the stars in the sky; a 
nuclear holocaust; the metaphor of acting 
as art; the responsibility of the rich and 
powerful; the connection between dreams 
and life. Rather than developing into a 
multi-layered narrative, the film is a hotch­
potch scattering of self-conscious reflec­
tions. What these finally have to do with the 
film’s dénouement, or the very aspirations it 
pronounces, is anyone’s guess.
What’s more the pity is the waste of a 
superb cast (Michel Piccoli, Charlotte 
Rampling, Jean-Louis Trintignant, Evelyn 
Bouix and Charles Aznavour) and 
Lelouch’s own talent — at least evidenced 
here by his handsome, self-operated 
camera work.
Paul Kalina
Fans of The Breakfast Club, who have been 
considering John Hughes as the definitive 
chronicler of contemporary US teenage 
manners and mores, will be sadly dis­
appointed with W eird  S c ien ce , his third 
and least feature. Hughes again stars the 
engagingly gawky Anthony Michael Hall
(who narrowly missed getting the lead role 
in Stanley Kubrick’s currently-shooting 
Vietnam War film), but the authentic gawki­
ness of Hall’s earlier characters has given 
way here to mediocre nerdishness.
Hall and his best buddy (llan Mitchell­
Smith) are sex-starved high-school no- 
hopers who yearn after a couple of pretty 
girls already taken by oafish, bullying boy­
friends. After seeing James Whale’s The 
Bride of Frankenstein on television (omin­
ously, it’s in the new colour process), they 
create a woman of their own, although 
Hughes is never very clear about how they 
achieve this — or why, when the woman 
(Kelly LeBrock) emerges, she has magical 
powers.
Needless to say, the friends are too timid 
actually to do anything sexual with the avail­
able Ms LeBrock (maybe they’re put off by 
her incongruous English accent), but they 
are happy for her to do the washing, 
cleaning and cooking (feminists will loathe 
the film), and to help them in their pursuit of 
the human girls.
Matters come to a head at a wild party 
which looks as though it’s strayed from one 
of the National Lampoon movies Hughes 
has scripted. Basically, Weird Science has 
almost precisely the same plot as Franc 
Roddam's The Bride, which I coinciden­
tally caught on the same day. The settings 
and periods are quite different, of course, 
but both films manage to be both 
mysoginistic and alarmingly boring. From 
Roddam, this was no great surprise; but 
from Hughes, it’s a major let-down.
David Stratton
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. . .  Stronger Than Tradition
This acclaimed play translated 
from the eloquence of the classical 
Arabic to English sensitively 
portrays a struggle between love 
and tradition.
The famous play . . . Stronger :
Than Tradition represents a philo­
sophical movement away from 
old unflexible traditions and 
demonstrates the triumph of 
humanity over repression.
Riad Asmar is well known as a 
professor and lecturer in Universi­
ties for more than 20 years. He 
has written 20 books on different 
subjects. . . . Stronger Than 
Tradition is the first to be trans­
lated into English.
If you wish to purchase a copy of 
. . . Stronger Than Tradition,
forward a cheque, postal note or 
money order for $7.00 to:
Riad Asmar 
27 Sussex Street 
Preston 3072.
For all enquiries phone: 481 1109.
stronger than
tradition
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that meets every light­
ing and accessory 
need for the profes­
sional. from a single 
luminaire to a compre­
hensive studio installa­
tion with automated 
control and extensive 
memory capability. 
Weve been the leaders 
in entertainment light­
ing for over 30 years, 
and are the industry in­
novators. So you can 
be sure you're getting 
the most advanced and 
reliable equipment 
available, and because 
Rank Electronics are 
the exclusive distribu­
tors. we can offer you 
the best when it comes 
to price and service.
Exclusive to
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Sydney
16 Suakm Street 
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Tel: (02)449 5666 
Telex: 71289
Adelaide
34 King William Street 
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Tel: (08)42 9827 
Telex: 89202
Melbourne Brisbane
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Tel: (03) 61 3541 Tel: (07) 2628366
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and m a d e-in -  
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from 1930 to 1985
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FILM
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1930-T0DAÏ 
SIMON BRAND
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Films are listed in chronological 
order with storyline, details of cast and 
production personnel, running time and 
production companies.
Alphabetic indexes to films, 
directors and writers.
Hundreds of stills from the films, many in colour!
FROM YOUR BOOKSELLER NOW!
OR ORDER DIRECT Credit card buyers may order 
by telephone — (02) 32 3331
TO: DREAMWEAVER BOOKS GPO BOX 1546, SYDNEY NSW 2001 ""
Please forward ................. copy/ies of THE AUSTRALIAN FILM BOOK to:
NAME:
ADDRESS:
P’code
I enclose a cheque/money order for $ ..................... OR please charge $.
to my Bankcard/MasterCard/Visa account number
Expires End
Signature.................................................................................
You may return your book within fourteen days if not satisfied, 
p lease  allow twenty-one days for delivery of your order including packing and delivery.
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ARGUING THE ARTS:
THE FUNDING OF THE 
ARTS IN AUSTRALIA by
Tim Rowse (Penguin, 1985, 
$7.95. ISBN 0 14 052367 7).
This is a sad book — sad both because it 
wastes the opportunity it might so easily 
have provided to develop a genuine 
debate (out of the heat of the kitchen, as it 
were) on funding the arts; and sad because 
it so heavy-handedly purports to do just 
that.
Some years ago I read a book on the 
KGB. Being largely ignorant of the subject, 
I was prepared to take claims that were 
made about that organization’s activities in 
other parts of the world on faith alone. I had 
no means of checking their accuracy. 
Then, the author turned to the Petrov affair 
and propagated a glaring error of fact. It 
was a point open to no reasonable misinter­
pretation, and one which could easily be 
verified. For me, the rest of the book fell to 
the ground. I simply distrusted its scholar­
ship.
Similarly, for the unknowing or the un­
wary, Arguing the Arts, by its sins of error 
and omission, proves a real trap. It is also 
curiously out-of-date on a number of key 
matters. Two examples of errors will suffice: 
in tracing the history of the Australian 
Council for the Arts and its decision, in 
1969, to concentrate its funding “ in a series 
of ‘national’ companies, one company for 
each capital city” , Mr Rowse identifies as 
the losers the Independent in Sydney (cor­
rect) and the Playbox in Melbourne (in­
correct). He means St Martins. The Playbox 
was not founded until the seventies.
Much more seriously, Mr Rowse mis­
represents the present director of the Music 
Board in claiming that he “ recently acknow­
ledged that the main reason for the forma­
tion of the Music Board in 1973 was to 
subsidize the Australian Opera” . Quite 
apart from the fact that this claim, whoever 
were to make it, is simply not true (as an 
examination of the grant determinations of 
the Board in the years 1974-5 will show), Dr 
Letts has made no such claim. No reading 
of the document which Mr Rowse 
advances as his source will support such 
an interpretation.
It is not a happy start for the reader seek­
ing a sound historical base for the arts 
debate. It is the omissions, however, that 
are the real problem. In a book, albeit slight 
(it is only 131 pages), which has as its rather 
grandiose chapter headings The Politics of 
Patronage’, ‘Excellence’ and ‘Arts as 
Industry’, one might have expected greater 
comprehensiveness. Though never stated, 
this is almost exclusively a Federal study. 
There is virtually no attention paid to the 
work or policies of the state or territorial arts 
ministries, despite their having, in 1984, 
represented 62.9% of total funding of the 
arts. Musica Viva, arguably one of the 
major music forces in the history of Euro­
pean Australia, rates one mention (in 
brackets) after the name of its long-term 
president, Ken Tribe. And such is the 
writer’s concentration on the Sydney-Mel­
bourne axis that Tasmania is not mentioned 
at all, SA, WA and Queensland are hardly
referred to — and all this despite a chapter 
entitled ‘Decentralization’. The Adelaide 
Festival does not rate a mention, though 
many would regard it as significant. Indeed, 
the myopia about South Australia goes so 
far that, in tracing the Australian Eliza­
bethan Theatre Trust’s involvement with the 
state theatre companies, Mr Rowse 
manages not to mention its long association 
with the South Australian Theatre 
Company.
Perhaps his lack of concern with the rest 
of the continent is most noteworthy in his 
constant references to the Australian Ballet 
and the Australian Opera as ‘the Opera’ 
and ‘the Ballet’ (sometimes capitalized, 
sometimes not), as though state opera and 
ballet companies did not exist. We have 
references to “ the financial problems of the 
Opera. . .” , and the reader is left to assume 
in such cases that one particular company 
is intended. Neither the writer’s nomen­
clature nor his typography are any sure 
guide.
The most glaring gap of all, and one 
which curiously dates the book, is the total 
silence on the Tribe Inquiry into orchestral 
resources. It is a report still being hotly 
debated in the arts community, and it has 
mammoth implications for the deployment 
of both artistic and financial resources in 
contemporary Australia. If ever there was a 
point of departure for an evaluation of the 
effect of the very issues Mr Rowse raises — 
decentralization, making it Australian, 
popular art in both the live and broadcast 
areas — this was it.
If I have concentrated thus far on the per­
forming arts as treated in this book, it is only 
because it is my area. Mr Rowse’s 
solecisms, however, flourish as happily in 
other art forms. In suggesting that the 
ABC’s "disdaining” of many of the films of 
the independent sector (about which he is 
clearly right), he argues that this may have 
a political as well as an industrial logic. His 
substantiation includes: "The polling of the 
Hawke-Peacock Debate in November 1984 
strongly suggested that the ABC audience 
is disproportionately composed of the kinds 
of people who vote for the Coalition 
parties.” This is simply cant. In the same 
chapter, he announces, out of the blue: 
“The advocacy of artists’ interests is more 
likely to be effective, in the sense of making 
specific policy demands, if artists are organ­
ized around a bureaucratic patron. The 
funding of NAVA by the Crafts and Visual 
Arts Boards is a move which could be 
matched by other interests.” Why? Mr 
Rowse has no explanation.
He has also a confusing tendency to 
invent words. One such, “ commerciality” , 
pops up in his chapter on ‘The Popular’: 
"The AFC services a quasi-commercial 
industry. This gives it the task of stating the 
balance which it thinks proper between 
commerciality and other considerations." 
One can accept that ‘-ality’ , in its place, 
can provide a useful distinction from 
’-ism’ in an examination of commerce and 
the arts. But Mr Rowse provides no such 
distinction: he merely blurs. In fact, his 
argument consistently ducks the issue of 
whether government ought to fund those 
creative areas for which there is a reason­
able commercial alternative.
Despite all this, however, there is much 
that is useful in the book. For pith and good 
sense, it would be hard to beat the follow­
ing: “ Subsidy is a way of spreading our 
bets, by adding to the number and diversity 
of cultural producers.” The writer is at his
best in debunking the jabberwocky behind 
many a community mural work and similar 
activity. And his care and balance in 
dealing with the various exponents of the 
community theatre movement are 
exemplary.
By and large, his analysis of the ABC’s 
consistent reluctance to screen Australian 
product — while all might not agree with it 
— is clear and apropos, as is his coverage 
of the pressure brought to bear on the Cor­
poration by the AFC and others. It is, there­
fore, all the more dismaying to find him at 
his worst in hypotheses such as: “The very 
strength of this liberalism puts some con­
ceptual limitations on the understanding of 
social differences. It is all too easy to under­
stand these cleavages as having the same 
significance as each other and the same 
significance as a difference which has long 
been given institutional expression in Aus­
tralia — the difference between capital and 
labour.” What does it mean? Indeed, what 
could it ever mean?
One could go on. But Mr Rowse himself 
has, ironically, the final word in his preface, 
when he thanks Humphrey McQueen “ for 
telling me that earlier formulations were 
only work in progress” . Sadly, Mr 
McQueen's observation still stands.
Justin Macdonnell
Obsessions
BRIAN DE PALMA by
Michael Bliss\(The Scarecrow 
Press, 1983, $US13.50. ISBN 0 
8108 1621 0).
DOUBLE DE PALMA: A 
FILM STUDY WITH BRIAN 
DE PALMA by Susan Dworkin 
(Newmarket Press, 1984, 
$US8.95. ISBN 0 937858 43 9).
There are some people who, of late, have 
been creating an unpleasant impression of 
Brian De Palma.
Marcia Pally’s hysterical account of her 
interview with the director after the com­
pletion of B o dy D o u b le  (Film Comment, 
October 1984), for instance, displays her 
probing questioning style (“What are you 
smiling at? Why are you looking at me that 
way?” ) and her insightful assessment of 
human behaviour (“ De Palma starts to 
smile — oddly, I think. Is he feeling out of 
control? Is he going to want to do some­
thing about it? Am I crazy to be wondering 
where the drill is?” ).
For Esquire (January 1984), Lynn Hirsch- 
berg’s hostility is scarcely less restrained as 
she conjures up a collection of deails that, if 
nothing else, reveals her determination to 
represent De Palma as little short of a 
menacing lunatic.
When she’s not describing him at work 
on S c a rfa c e  (“ More blood is applied to the 
man’s face and De Palma looks pleased, 
very pleased”) or recording his reactions 
during their interview (“ De Palma laughs 
his most crazed laugh”), she is providing a 
forum for juicy rumours (“ How would you 
like to be married to someone who keeps a 
book on Nazi atrocities next to his pillow?” 
asks an old girlfriend of De Palma's) or 
citing some choice S a tu rd a y  N ig h t L ive  
cynicism (“ Once a year, Brian De Palma
picks the bones of a dead director and 
gives his wife a job” ).
Then, with the superficiality that is a 
consequence of the short review, Stills 
(October 1985) asserts, in an uncredited 
capsule comment, that B o d y  D o u b le  is “ a 
dangerous and deeply offensive outing” , 
and that De Palma is “ a thoroughly mis­
guided director” . Similarly unsubstantiated 
is Al LaValley's aside, in an American Film 
article (April 1985) about the appeal of 
movies for gay men, referring to “ the 
homophobic De Palma". And one could be 
forgiven for feeling that no issue of Jump 
Cut would be complete without some com­
ment on “ the misogynistic De Palma” .
What seems beyond this accumulation of 
character assassination and opinionated 
drivel is any attention to the details of the 
films which De Palma has made and which, 
one assumes, have provoked all the out­
rage in the first place. It is not a question of 
whether one admires or detests D ressed  
to  Kill or B o d y  D o u b le . Rather, it is a 
question of explaining why — of using the 
elements of those films to create a criticism 
concerned with informed reasons rather 
than dumb conclusions.
Michael Bliss’s book, Brian De Palma, 
certainly has such a criticism as its goal. 
Dealing with most of the films on a chapter- 
by-chapter basis, Bliss takes us up to B lo w  
O ut, working at making sense of the films 
individually, and at finding common 
threads between them. Unfortunately, how­
ever, he is not graced with the most fluent 
of prose styles, nor with a particularly 
imaginative critical intelligence. The result is 
that his analyses generally make neither 
engaging nor illuminating reading.
This is not to say that his commentary, as 
it traces De Palma’s preoccupations with 
voyeurism and doubling, and his reflections 
upon “ a rather disorderly universe” , is with­
out insight. It is, rather, that his ideas con­
stantly fluctuate between the useful and the 
daft.
What is one to make, for example, of his 
vilification of Angie Dickinson during his dis­
cussion of D ressed  to  Kill? “A friend of 
mine,” he writes, "once noted that Angie 
Dickinson looks like a high-class whore; 
one has to admit the remark’s truthfulness 
. . .” Or of his remarks about the Michael 
Caine character in the same film: “ Dr Elliott 
is a disturbed man in the midst of having a 
sex-change operation (it is interesting to 
speculate whether he would have been 
capable of heterosexual sex if his operation 
had been completed) . . .” ?
Too often, Bliss seems unable to distin­
guish what is critically useful from the kind 
of musing that serves only as a diversion 
from his attempt to make sense of the films. 
And, too often, the flash of insight is set 
side-by-side with the kind of throwaway one 
might tolerate from an undergraduate 
searching for an appropriate critical 
language, but which is unacceptable in a 
published work.
For example, examining the dance 
sequence in C arrie , Bliss observes:
“The floor piece turns clockwise, so that 
Tommy and Carrie — with their romantic 
hopes being realized — turn in the accus­
tomed natural direction of clocks, as 
though they are in harmonious synchron­
ism with time. The camera, though — 
communicating as always the true move­
ment of the plot and its tendencies 
towards doom — at the same time turns 
counter-clockwise, in essence throwing 
the ‘time out of joint’ and setting up a dis-
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IMAGES AND INDUSTRY: 
TELEVISION DRAMA 
PRODUCTION IN 
AUSTRALIA by Albert Moran 
(Currency Press, 1985, pbk, 
$14.95. ISBN 0 8681 9073 X).
THE ELECTRONIC 
ESTATE: NEW 
COMMUNICATIONS 
MEDIA AND AUSTRALIA
by Trevor Barr (Penguin, 1985, 
pbk, $8.95. ISBN 0 1400 8006 6).
Director Brian De Palma (right) discusses 
the Scarface script with A l Pacino.
arming tension between the way that the 
characters would like things to occur and 
the way that inevitability, here repre­
sented by the camerawork, intends to 
operate.”
There seems to be a real critical (if not 
grammatical) intelligence at work here. But 
then, with the very next sentence, it seems 
to have vanished: "In this sequence one 
can see the camera taking on aspects of a 
film character, probing into the recesses of 
the film’s meanings . .
The editor of the Scarecrow ‘Filmmakers 
Series’, Anthony Slide, must bear a large 
part of the responsibility for the unevenness 
that plagues Bliss’s book. And, though its 
critical endeavour deserves to be taken 
seriously (in a way that much writing on De 
Palma does not), it really ought not to have 
been published in its present form.
On the other hand, Susan Dworkin’s 
Double De Palma, a fascinating history of 
the making of B ody D ouble, sustains its 
fluency and wisdom throughout. It is as 
concerned with the machinery and the 
politics behind the making of the film as it is 
with the personality of the director, and it is 
successful in creating an evocative portrait 
of both.
Its unity comes from its systematic and 
complex use of the idea of the ‘double’, a 
motif particularly pertinent to De Palma’s 
films. Dworkin offers us the double face of 
De Palma and of the films he makes, 
refusing any simple correspondence 
between the two, and denying any simple 
perspective on either. And her exploration 
of those forces that mould the films into 
saleable shapes, the business behind them 
and the culture which provides the terms of 
reference for that business, is especially 
incisive.
After reading Double De Palma, it will be 
very difficult to watch a film without reflect­
ing on the processes that are effaced by its 
surfaces, without being aware that nothing 
about any film exists in isolation. It is a most 
eloquent book, taking us a long way from 
the gutter journalism and the dumbspeakto 
which I referred at the start of this review.
Tom Ryan
Hold the onions
MADE FOR TELEVISION: 
EUSTON FILMS LIMITED
by Manue! Alvarado and John 
Stewart (BFI Books/Thames 
Methuen, 1985, pbk, $15.95, 
ISBN 0 4230 1310 6).
In a 1975 article entitled ‘What is this thing 
called love?’, New York film critic John 
Simon maintained that the person who 
really loves film will love fewer movies rather 
than more. He or she will, as the gourmet to 
his eating, become more discriminating — 
‘‘involved but not mesmerized” .
Sticking to the good-food analogy, Simon 
went on: ‘‘There are people who like to 
gorge themselves on hot-dog movies 
sloshed with cheap mustard; I don’t think 
they love movies — they merely dislike their 
lives.”
Without doubt, the same applies to the 
television audience. There are those who 
drift through its schedules simply to waste 
time: they gorge on the daily junk food of 
entertainment, boosting ratings (and 
careers) for producers of the most 
intellectually numbing programmes.
But though Simon, who likens TV sets to 
litter baskets lining the avenue of film, might 
prefer to disagree, television has, over the 
years, produced its own gastronomic 
delights: documentaries, dramas and news 
programmes that have stood out.
But how often do they come along? Even 
the least discriminating among us would 
have starved on the abysmal nourishment 
that Australian television programmers 
have served up in 1985. Not that there 
would necessarily be agreement from the 
executive suite. What, they might say, 
about T he D unera Boys? And what about 
A T housand  Skies? Hmmm . . . well, with­
out going into the financially cosy timing of 
their appearance or the dramatic merits or 
otherwise of recent Australian miniseries, 
suffice it to say that one A n zacs  does not a 
TV summer make.
Programme production in Australian 
commercial television continues under the 
benevolent guidance of former advertising- 
space salesmen and accountants. In public 
television, the situation is similarly anti­
intellectual: there, the accountants work 
with public servants to put on the shows. 
The day of the entertainer, the writer, the 
artist on television is still a long way off.
What can be achieved when a truly crea­
tive team of producers, writers and actors is
allowed to chase a dream is told in the 
absorbing British book, Made for Tele­
vision: Euston Films Limited, by Manuel 
Alvarado and John Stewart.
Euston Films may not be a name well- 
known to most television viewers, here or in 
England. But the drama that the company 
has produced over the last decade would 
certainly be familiar to them. It includes T he  
S w eeney, M inder, Out, Reilly: A ce of 
Spies, Fox and W idow s
Made for Television was written primarily 
to record the history of the company that 
produces these filmed (rather than video­
taped) programmes for Thames Television, 
the London-based commercial TV network. 
In examining the curious Thames/Euston 
set-up, and looking at the subsidiary com­
pany in economic, social and cultural 
terms, the authors also analyze the shows 
in detail.
As well as a fairly detailed listing of pro­
gramme output, there are valuable inter­
views with Euston’s leading players, and 
some academically tortuous (and possibly 
less valuable) critiques of the TV series. The 
meat is in the first 114 pages of this 
228-page book, which examine how 
Thames Television International, with 
dramas that might seem distinctively ‘local’, 
has enjoyed such a success on the TV 
export market.
The company sells to 127 countries, and 
made around $10 million profit solely from 
overseas sales in 1983. After the US, Aus­
tralia is the most significant of its customers, 
ahead of Canada, Italy, West Germany, 
France, New Zealand and Spain. The book 
also highlights one interesting relationship: 
the ‘first-customer’ arrangement with the 
Australian Broadcasting Corporation.
Although programmes are often offered 
to other Australian networks, Thames, it 
says, "have found that if their programmes 
get good ratings on the ABC, and get 
talked about, then they can usually be sold 
for a higher price to one of the commercial 
channels. Thus, for example, M ind er  
episodes will continue to be shown on the 
ABC as long as Euston is making them and 
then, once the ABC’s rights on the show 
have expired, the whole package will be 
sold to a commercial network.”
Made for Television takes us through 
Euston’s financial and creative beginnings: 
a thirteen-part, one-hour series entitled 
Special Branch, with George Sewell and 
Patrick Mower, and a series of plays under 
the umbrella title of A rm ch a ir C inem a. It 
also details the delicate and difficult union 
negotiations that almost put a halt to Euston 
before it got started.
These political battles should hold great 
interest for those currently dealing with free­
lance labour in television in this country, but 
I am sure it will be the stories of the birth of 
the programmes themselves that will hold 
the greatest fascination for readers of the
book. The authors have included treat­
ments, formats and the recollections of 
writers, together with accounts from Verity 
Lambert, Linda Agran and others from 
Euston’s small administrative staff.
Manuel Alvarado, co-author of Made for 
Television, was also co-author (with 
Edward Buscombe) of another earlier book 
useful for students of television, Hazell: The 
Making of a TV Series (BFI, 1978). And a 
similar exercise to that was conducted here 
in Australia by Albert Moran, a lecturer in 
media studies at Griffith University in 
Queensland.
Moran’s analysis of an Australian pro­
gramme was marred by one major factor: 
the show he chose to examine, a Network 
10 crime series called B ellam y, proved a 
ratings failure and vanished from the screen 
before many of his readers would have had 
a chance to examine it. As a study of pro­
duction, however, the book, Making a TV 
Series: The Bellamy Project (Currency 
Press, 1982), remains particularly 
rewarding.
Moran has followed this up with a second 
book in the series of critical and historical 
studies his publishers call ‘Australian 
Screen’. This one, Images and Industry: 
Television Drama Production in Australia, 
offers a comprehensive view of TV drama 
programmes, from discussion in those first 
commercial licence hearings onwards.
Moran takes us through anecdotes as 
well as budget breakdowns, from in-house 
productions to independent packagers. His 
journey from S p yfo rce  (1971) to A  T ow n  
L ike A lice  (1981) is as entertaining to read 
as it is informative. And his full listing of 
dramas contains many forgotten gems — 
programmes that Australian producers can 
still be proud of today.
Successful drama (in broad critical and 
ratings terms) is difficult to create at the best 
of times. And not just in Australia. In the US, 
for example, every year more than 90 pilot 
episodes of series are extracted from about 
a thousand concepts, and presented to the 
networks. About ten of these proceed to 
series. Perhaps two survive for a second, 
22-programme season. In Images and 
Industry, Moran points out how Australian 
TV has allowed the play and the limited-run 
series to slip away.
"What is interesting in this shift has been 
the collapse of an intellectually-respectable 
middle ground,” he writes. “ Instead, tele­
vision drama currently exists in two extreme 
forms — on the one hand the culturally- 
disreputable serial (‘soaps’, ‘drip-drama’) 
and on the other, paradoxically, the mini­
series: ‘quality’, ’serious’, ‘prestigious’.” 
Interestingly, one of the present crises for 
Australian networks is that there are signs 
that the audience is tiring of the meandering 
storylines and poor production values of 
the serials. The plays and limited-run series 
may yet have a future!
A third, and similarly pleasing, book, 
primarily for those who know their AUSSAT 
from their on-switch, is Trevor Barr’s crisply 
compiled study of information technology, 
The Electronic Estate: New Communica­
tions Media and Australia. Barr, senior 
lecturer in media studies at Swinburne 
Institute of Technology, brings the clarity of 
his radio commentaries on the media to 
what is a forceful report on the state of our 
publishing, broadcasting and communica­
tions institutions.
His is not merely a catalogue of new com­
munication toys: it is a political and social 
study, examining along the way the 
staggering power and potential of 
mammoth information-technology con­
glomerates like IBM and AT & T.
Barr takes us through the traditions of 
Australian media ownership and the rela­
tionship of that to governments. And he 
offers the most succinct and useful history 
of our foreign-made domestic satellite 
system that I have read.
The Electronic Estate appears to be 
ringing the alarm bells for our politicians. It 
cries out for us not only to understand the 
existence of the information revolution, but 
to take part. Let us hope that Barry Jones is 
not the only one left hearing the warning.
Brian Courtis
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New and interesting releases recently added to our large stock
SILVER BULLET (Chattaway) $16.99
YEAR OF THE DRAGON (Mansfield) $16.99
TRANSYLVANIA 6 -5 0 0 0  (Holdrige) $16.99
TERMINATOR $17.99
RE-ANIMATOR (Band) $16.99
REBEL (Best & Neal) — Australian $12.99
EDITH’S DIARY (Knieper) $16.99
RED SONJA (Morricone) $16.99
STAR TREK (Music from TV Series — New) $18.99
KORNGOLD — “SINFONIETTA” Op. 5 $18.99
AGNES OF GOD (Delerue) $16.99
JAGGED EDGE (Barry) $16.99
FLESH & BLOOD (Poledouris) $16.99
WETHERBY (Bicat) $16.99
ROZSA — “SPELLBOUND CONCERTO” for 2 pianos $18.99
INSIGNIFICANCE $13.99
OUTLAND (Goldsmith) $17.99
UNDER FIRE (Goldsmith) $17.99
THAT’S ENTERTAINMENT (2 discs) $25.00
CARL DAVIS: MUSIC FOR TELEVISION $13.99
We have now produced a catalogue of soundtrack and show
recordings available from our stock. Write or telephone for a
free copy.
READINGS — SOUTH YARRA
153 T oorak R o ad  —  267 1885 (B ooks, LPs, CDs, C ass.)
& 1 3 2 c /d  T oorak R o ad  —  2 6 6  5 8 7 7  (S e c o n d h a n d  LPs & C ass.)
M a il O rd er: P .O . B ox 4 3 4 , S o u th  Yarra, Vic. 3141 .
We are always interested in purchasing collections of recordings.
TO ADVERTISE IN
CWKMA
Ring
Patricia Amad: Melbourne 329 5983 
or 329 0029
Wanted & Positions Vacant
For quality 35 mm sci*fi/adventure/war/car action/feature films — to be 
shot in Australia and other countries (replies from USA, Europe, Asia, 
etc. welcome, include your phone number).
We are perfectionists and award winners, prepared to go to great lengths 
to search out (hence this ad) and where necessary develop products and 
people that are “just right”. We value character (we like quiet, 
knowledgeable, patient, etc., people) more than experience. Write to us if 
you see yourself as: assistant, acting talent, line producer, artist, 
designer, machinist, technician, etc. or consultant/supplier of props, 
wardrobe, weapons, Techniscope, Kodachrome, warfare, cars and heavy 
vehicles, computer graphics, electronics, servo motors, locations, etc. 
If you think you have anything to contribute, or if you know of anyone 
who has, please send fullest information, in your own longhand, to 
Executive Producer, P.O. Box 333, Bondi Beach, N.S.W. 2026, Australia. 
We would prefer not to have to return anything; enclose s.a.s.e. if you 
want anything returned. Angol Holdings Pty Ltd. Tel. M)2) 309 2221
YOU WANT TO GO WHERE AND DO WHAT??
Complete Post-Production Centre 
180 Coventry St South Melbourne 
699 4633
Studio One
Dimensions
Flooded floor size 7.3 m wide 13 m deep 
Dry floor size 8.3 m wide 15 m deep 
Height 4.3 m with roof in 7.1 m with roof out 
Facilities include
•  Full cyclorama
•  Floodable floor
•  Removable roof
•  14' high x 12 'wide roller door access
•  Make up rooms •  Showers
•  Overhead lighting gantry and catwalk
Hire price on application
36 Howe Crescent •  South Melbourne •  Victoria • Australia 3265 
Telephone (03) 690 7711
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 0 Please tick the appropriate box for a six, twelve or eighteen issue subscription and enter the amount in the total box below. Overseas subscribers please remit in Australian dollars.□  6 issues (one year): $23. □  12 issues (two years): $42. □  18 issues (three years): $60.
Overseas rates
Zone 6 issues 12 issues 18 issues Back issues: 
Add to the price 
of each copy
1 $30 $56 $81 $1.20
(Surface) (Surface) (Surface) (Surface)
$43 $82 $120 $3.35
(Air) (Air) (Air) (Air)
2 $30 $56 $81 $1.20
(Surface) (Surface) (Surface) (Surface)
$45 $86 $126 $2.25
(Air) (Air) (Air) . (Air)
3 $30 $56 $81 $1.20
(Surface) (Surface) (Surface) (Surface)
$53 $102 $150 $5.15
(Air) (Air) (Air) (Air)
4 $31 $58 $84 $1.40
(Surface) (Surface) (Surface) (Surface)
$60 $116 $171 $6.20
(Air) (Air) (Air) (Air)
5 $31 $58 $84 $1.50
(Surface) (Surface) (Surface) (Surface)
$65 $126 $186 $7.20
(Air) (Air) (Air) (Air)
Key: Zone 1 Zone 2 Zone 3 Zone 4 Zone 5
New Zealand Malaysia Hongkong North America Britain
Niugini Singapore India Middle East Europe
Fiji Japan Africa
Philippines South America
China
$
Back Issues
1 or 2 copies: $4 each 
3 or 4 copies: $3.50 each 
5 or 6 copies: $3 each 
7 or more copies: $2.50 each
The following back issues are sold out: 4, 5, 6, 7, 8, 9, 21, 23, 30, 31, 32, 33, 34, 35. 
Please circle the back issues you want and enter the total amount in the box at the end.
Number 1 (January 1974): David Williamson, Ray 
Harryhausen, Peter Weir, Antony Ginnane, Gillian 
Armstrong, Ken G. Hall, The Cars That Ate 
Paris.
Number 2 (April 1974): Censorship, Frank Moor- 
house, Nicolas Roeg, Sandy Harbutt, Film under 
Allende, Between the Wars, Alvin Purple. 
Number 3 (July 1974): Richard Brennan, John 
Papadopolous, Willis O’Brien, William Friedkin, 
The True Story of Eskimo Nell 
Number 10 (September-October 1976): Nagisa 
Oshima, Philippe Mora, Krzysztof Zanussi, Marco 
Ferreri, Marco Bellochio, Gay cinema.
Number 11 (January 1977): Emile de Antonio, Jill 
Robb, Samuel Z. Arkoff, Roman Polanski, Saul 
Bass, The Picture Show Man 
Number 12 (April 1977): Ken Loach, Tom 
Haydon, Donald Sutherland, Bert Deling, Piero 
Tosi, John Dankworth, John Scott, Days of 
Hope, The Getting of Wisdom 
Number 13 (July 1977): Louis Malle, Paul Cox, 
John Power, Jeanine Seawell, Peter Sykes, 
Bernardo Bertolucci, In Search of Anna. 
Number 14 (October 1977): Phil Noyce, Matt 
Carroll, Eric Rohmer, Terry Jackman, John 
Huston, Luke’s Kingdom, The Last Wave, 
Blue Fire Lady.
Number 15 (January 1978): Tom Cowan, Fran­
cois Truffaut, John Faulkner, Stephen Wallace, 
The Taviani Brothers, Sri Lankan cinema, The 
Irishman, The Chant of Jimmie Blacksmith. 
Number 16 (April-June 1978): Gunnel Lindblom. 
John Duigan, Steven Spielberg, Swedish Cinema, 
Tom Jeffrey, Dawn!, Patrick.
Number 17 (August-September 1978): Bill Bain, 
Isabelle Huppert, Brian May, Polish cinema, 
Newsfront, The Night the Prowler.
Number 18 (October-November 1978): John 
Lamond, Sonia Borg, Alain Tanner, Indian 
cinema, Dimboola, Cathy’s Child.
Number 19 (January-February 1979): Antony 
Ginnane, Stanley Hawes, Jeremy Thomas, 
Andrew Sams, Sponsored documentaries, Blue 
Fin
Number 20 (March-April 1979): Ken Cameron, 
Claude Lelouch, Jim Sharman, French cinema, 
My Brilliant Career
Number 22 (July-August 1979): Bruce Petty, 
Luciana Arrighi, Albie Thoms, Stax, Alison’s 
Birthday.
Number 24 (December-January 1979-1980): 
Brian Trenchard-Smith, Ian Holmes, Arthur Hiller, 
Jerzy Toeplitz, Brazilian cinema, Harlequin. 
Number 25 (February-March 1980): David Putt- 
nam, Janet Strickland, Everett de Roche, Peter 
Faiman, Chain Reaction, Stir.
Number 26 (April-May 1980): Charles H. Joffe, 
Jerome Heilman, Malcolm Smith, Australian 
nationalism, Japanese cinema, Peter Weir, Water 
Under the Bridge.
Number 27 (June-July 1980): Randal Kleiser, 
Peter Yeldham, Donald Richie, Richard Franklin’s 
obituary of Alfred Hitchcock, the New Zealand film 
industry, Grendel Grendel Grendel.
Number 28 (August-September 1980): Bob 
Godfrey, Diane Kurys, Tim Burns, John O’Shea, 
Bruce Beresford, Bad Timing, Roadgames. 
Number 29 (October-November 1980): Bob Ellis, 
Uri Windt, Edward Woodward, Lino Brocka, 
Stephen Wallace, Philippine cinema, Cruising, 
The Last Outlaw.
Number 36 (February 1982): Kevin Dobson, Brian 
Kearney, Sonia Hofmann, Michael Rubbo, Blow 
Out, Breaker Morant, Body Heat, The Man 
from Snowy River
Number 37 (April 1982): Stephen MacLean, Jacki 
Weaver, Carlos Saura, Peter Ustinov, Women in 
drama, Monkey Grip.
Number 38 (June 1982): Geoff Burrowes, George 
Miller, James Ivory, Phil Noyce, Joan Fontaine, 
Tony Williams, law and insurance, Far East. 
Number 39 (August 1982): Helen Morse, Richard 
Mason, Anja Breien, David Millikan, Derek 
Granger, Norwegian cinema, National Film 
Archive, We of the Never Never.
Number 40 (October 1982): Henri Safran, Michael 
Ritchie, Pauline Kael, Wendy Hughes, Ray 
Barrett, My Dinner with Andre, The Return of 
Captain Invincible.
Number 41 (December 1982): Igor Auzins, Paul 
Schrader, Peter Tammer, Liliana Cavani, Colin 
Higgins, The Year of Living Dangerously. 
Number 42 (March 1983): Mel Gibson, John 
Waters, Ian Pringle, Agnes Varda, copyright, 
Strikebound, The Man from Snowy River.
Number 43 (May-June 1983): Sydney Pollack, 
Denny Lawrence, Graeme Clifford, The Dis­
missal, Careful He Might Hear You.
Number 44-45 (April 1984): David Stevens, Simon 
Wincer, Susan Lambert, Street Kids, a personal 
history of Cinema Papers.
Number 46 (July 1984): Paul Cox, Russell 
Mulcahy, Alan J. Pakula, Robert Duvall, Jeremy 
Irons, Eureka Stockade, Waterfront, The Boy 
in the Bush, The Woman Suffers, Street Hero. 
Number 47 (August 1984): Richard Lowenstein, 
Wim Wenders, David Bradbury, Sophia Turkie- 
wicz, Hugh Hudson, Robbery Under Arms. 
Number 48 (October-November 1984): Ken 
Cameron, Michael Pattinson, Jan Sardi, Yoram 
Gross, Bodyline, The Slim Dusty Movie. 
Number 49 (December 1984): Alain Resnais, 
Brian McKenzie, Angela Punch McGregor, Ennio 
Morricone, Jane Campion, horror films, Niel 
Lynne.
Number 50 (February-March 1985): Stephen 
Wallace, Ian Pringle, Walerian Borowczyk, Peter 
Schreck, Bill Conti, Brian May, The Last Bastion, 
Bliss
Number 51 (May 1985): Lino Brocka, Harrison 
Ford, Noni Hazlehurst, Dusan Makavejev, Emoh 
Ruo, Winners, The Naked Country, Mad Max: 
Beyond Thunderdome, Robbery Under Arms. 
Number 52 (July 1985): John Schlesinger, Gillian 
Armstrong, Alan Parker, soap operas, TV news, 
film advertising, Don’t Call Me Girlie, For Love 
Alone, Double Sculls.
Number 53 (September 1985): Bryan Brown, 
Nicolas Roeg, Vincent Ward, Hector Crawford, 
Emir Kusturica, New Zealand film and television, 
Return to Eden.
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Other Publications
Please tick the appropriate box and enter 
the amount in the $ box below.
□  T he  1986 C inem a Papers  A u stra l­
asian Production  Y earbook. With 
nearly 6,000 listings, full credits and 
every fact checked and double­
checked, the P roduction  Y earbo ok  is 
the one directory no film or television 
maker can afford to be without. Pub­
lished in association with the London- 
based K ay’s P roduction  M anual, the 
Y earbook will be distributed worldwide.
And all for only $25 (Overseas: $35 
Surface; $45 Air).
□  The A ustralian  M otion  P icture  Y earbo ok  1980. $15 (Overseas. $30 Surface; $40 
Air).
□  The A ustralian  M otion  P icture  Y earbo ok  1981/2 . $15 (Overseas: $30 Surface; $40
Air). ■
□  The A ustralian  M otion  P ic tu re  Y earbo ok  1983. $25 (Overseas: $35 Surface; $45 
Air).
□  W ords and Im ages by Brian McFarlane — the first Australian book to examine the rela­
tionship between literature and film (published by Heinemann in association with 
Cinema Papers). $12.95 (Overseas: $18 Surface; $24 Air).
□  The N ew  A ustralian  C inem a edited by Scott Murray. $14.95 (Overseas: $20 Surface; 
$26 Air).
□  The D o cu m en tary  Film  in A u stra lia  edited by Ross Lansell and Peter Beilby. $12.95 
(Overseas: $18 Surface; $24 Air).
□  A ustralian  M ovies to  th e  W orld : T h e  In tern atio na l S uccess o f A u stralian  F ilm s  
since 1970 by David White. $12.95 (Overseas: $18 Surface; $24 Air).
Name ... 
Address
.......................................................................................................  Postcode.................
Telephone.....................................................................  Telex......................................
Total: $
□  Cheque enclosed
□  Please debit my Bankcard/Mastercard No:
□  □ □  □ □  □ □ □  □ □ □ □ □ □
Expires / / Signature................................................................ Date........../ ......... /.
Please make all cheques payable to: MTV Publishing Limited 
And send to: 644 Victoria Street,
North Melbourne, Vic. 3051,
Australia.
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FUJICOLOR 
HIGH SPEED 
NEGATIVE FILM
f u jic o lo r H S
NEGATIVE FILM
AX
FUJICOLOR 
HIGH SPEED 
NEGATIVE FILM,
FUJICOLOR 
REVERSAL FILM
R T 5 0 0 H -
16 mmX30£m(l00)B
O fficial Film  o f 
the Los Angeles 
1984 Olympics
FUJICOLOR HIGH SPEED 
NEGATIVE FILM
IKK «
Natural color reproduction is yours with Fujicolor. Tones come alive. Luxuriate in the rich skin 
tones and exquisite subleties of the grays.
In situations which call for very fine grain pictures, Fujicolor A allows you to shoot at a lower 
exposure index (e.g. EL 50) and then fine-grain process to obtain outstanding results.
Fujicolor AX has an exposure index rating of 320 in tungsten light and 200 in daylight 
When shooting under adverse lighting conditions the El. rating of Fujicolor AX can be doubled by 
force processing which virtually results in no change in color balance.
Distributed in Australia by
m  HANIMEX •  SYDNEY •  MELBOURNE •  BRISBANE •  ADELAIDE •  PERTH •  HOBART
New Eastman 
Professional Video Tape. 
We’ll stake our 
reputation on it.
For years Eastman film has been 
producing superb results. Results that 
have won a lot of friends, and built a 
reputation for the Eastman name.
Now Kodak are releasing a range 
of Eastman professional video tapes. 
Tapes so good that we’ve put our name 
on them, and our full technical support 
facilities behind them.
New Eastman professional video 
tape. We’ll stake our reputation on it.
Motion Picture Markets Division,
KODAK (Australasia) PTY. LTD.
P.O. Box 90, Coburg, Victoria 3058.
Sydney 692 7222, Melbourne 353 2560,
Adelaide 2122411, Brisbane 8521911,
Perth 4580111, Hobart342099,
Canberra 48 6544, Townsville 723366.
KODAK and EASTMAN are registered trademarks. 342P5003 JW T
